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abstract
_____________________
This PhD by Project has explored process-based interventions within decommissioned 
buildings and gallery spaces. The methodology I have engaged with is one of working 
responsively, allowing particular temporal conditions to surface within these sites and 
situations. The potential of these conditions are then engaged with in ways that do not seek 
to prescribe an outcome in advance. Sites are inhabited in time, and specific rendering 
techniques – such as drawing and mark making – are introduced. These situations are then 
reassembled through a variety of processes, including occupation and maintenance, with the 
material and the immaterial considered both individually and at the same time.
This process led to a foregrounding of duration; immersion in time as flow. My practice has 
subsequently extended beyond spatial and material propositions through a consideration of 
time as process, time as content, and time as [im]material. Unexpected impulses and 
outcomes have occurred, produced through a sense of openness and willingness to practice 
outside preconceptions. Towards the conclusion of my PhD, I now refer to my practice as 
temporal, material and spatial.
My drawing and painting practice has shifted in significant ways, making connections with 
the built works produced as part of this candidature. The practice of drawing and painting 
has become one of mark making, marking time, making time, and time making; 
foregrounding duration and marking an occurrence. The marks made are in response to 
previous marks and, in this way, the processes of drawing and painting have become 
immersed in, and expressive of, time.
Drawings, paintings and built works are all now immersive processes that prioritise time as 
distinct from space. This has enabled my practice to move from one that was defined (by 
myself and others) as a site specific and spatial practice, to one that explores and manifests 
the concept of duration through a practice that is temporal, material and spatial. The marks 
made – whether they be on a canvas, a house, a building, or a gallery – materialise 
[im]materiality and allow the residue of particular rendering processes to be assembled as 
collections of materialised and spatialised time.
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introduction
_____________________
In 2009, at the beginning of this candidature, I practiced as an artist and also as an interior 
designer. These were two distinct and separate practices, but I became aware that there 
were connections in these practices worthy of exploration. Using drawing as a conduit 
between the two, this PhD began by exploring both my art and interior design practices, to 
investigate the possibility of expanding my creative practice and to make a contribution to 
the disciplines of art and interior design.
Prior to 2009, my practice as an artist consisted of drawing and painting, as well as using 
decommissioned and abandoned building sites to make spatial manipulations of interior 
environments. At this time I did not regard my drawing and painting practice to be one that 
was spatial, however, I did consider the works assembled in built space as drawings. I was 
also interested in the process-based nature of the projects undertaken in the built 
environment, as well as my drawings and paintings.    
The provocations of Sydney-based artist and academic Bianca Hester further inspired my 
interest in a process-based creative practice that brings design-as-process into an art 
practice and through doing this, opens practice to a confluence of forces. In an article 
concerning processes within the context of contemporary art, she stated that:
 …this is done through an exploration of design-as-process within the context of an art  
 practice – producing a terrain that is as adventurous as it is engaging.1
Concurrently at this time, I had been working as an interior designer for five years and 
teaching into the Interior Design program at RMIT University for nearly three years. I thought 
of interior design as a practice that was concerned with the material and spatial relationships 
between people and the terrains they navigate, inhabit and occupy. But I also realised that, 
as a discipline, interior design is composed of a complicated, complex, and intricate set of 
ideologies; a discipline that incorporates a myriad of definitions and possible practices that 
are not necessarily limited to the inside of built architectures. Hence, I began to seek out 
practitioners and theorists who explore a more expanded definition of interior design. This 
candidature began by extending this notion and by exploring design academic Christine 
McCarthy’s concept of interiority as a provocation. As McCarthy comments: 
 [interiority] is a theoretical and immaterial set of coincidences and variables from  
 which ‘interior’ is made possible. It is not an absolute condition that depends on a  
 restrictive architectural definition. Interiority is instead mobile and promiscuous. It is  
 intimate with and contaminates every interior and every inside.2
_____________________
1. Hester, Bianca gathering, gathering: on the role of design as process within the practice of contemporary art Artichoke, February 2009.p. 73    
2. McCarthy, Christine Toward a Definition of Interiority. ‘Space and Culture’ Volume 8 No. 2, May 2005. p.112.
The coming together of these two practices has shaped the creative practice research of this 
PhD. In the dissertation, the transformation of my thinking and knowing over the course of the 
PhD is mapped in a chronological way. This is important as the relationship between 
practice, and the thinking through the practice, shifts conceptually at particular moments 
within the candidature, and this gave a particular trajectory to the research.
_____________________
Prior to undertaking this PhD by Project, I had completed a Bachelor of Arts (Chinese) at 
Monash University in Melbourne, and a Bachelor of Design (Interior Design Honours), at 
RMIT University in Melbourne. I began the PhD in August 2009 and my final-year 
undergraduate major project (blundell house, 2005) and subsequent creative projects 
produced from 2006 to 2009 provided the practice base for the research.
My thesis project in undergraduate studies was titled rendering the immaterial, and at the 
beginning of this candidature I retained the same title – with the intention of extending what I 
had previously explored. However, in 2011 as part of my PhD, my thinking about the 
relationship between both the material and the immaterial changed significantly, leading me 
to introduce brackets into the word [im]material. By bracketing the ‘im’ in ‘immaterial’, I 
wanted to highlight the complexities of this relationship between material and the immaterial, 
and provoke further exploration into this relationship. 
Produced in collaboration with Campbell Drake for my final undergraduate major project, 
blundell house [fig. 1] was primarily concerned with ideas of spatial manipulations in interior 
spaces. The project was informed by Robert Rauschenberg’s Erased de Kooning Drawing 
1953 [fig. 2], and practitioners such as Gordon Matta-Clark [fig. 3 and fig. 4] and Felice 
Varini [fig. 5 and fig. 6].
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fig. 1. blundell house 2005. produced in collaboration with Campbell Drake. site responsive 
intervention in a house scheduled for demolition.
fig. 2. Erased de Koonig Drawing Robert Rauschenburg. 1953. © 
Untitled Press Inc./VAGA. Licensed by Viscopy, 2016.
fig. 3. Splitting Gordon Matta-Clark. 1974. © Gordon Matta-Clark/ARS. 
Licensed by Viscopy, 2016.
fig. 5. trapezio con due diagonali no. 1 Felice Varini. 1995. © image courtesy 
the artist.
fig. 4. Splitting Gordon Matta-Clark. 1974. © Gordon Matta-Clark/ARS. Licensed by Viscopy, 2016.
fig. 6. cercles concentrique jaune vie le miroir fixe Felice Varini. 1994. © 
image courtesy the artist.
In my thesis submission, I wrote:
 In a world of material choices and mass consumerism, the simple act of taking away  
 or revealing a history, context and origin, unveils the immaterial nature of a lived   
 space. By deconstructing the environment, the skeleton of the site is revealed to 
 transcribe a past secured within the walls.
When I began my PhD candidature in 2009, I became aware that the issues that concerned 
me in 2005 with the blundell house, had continued in my ongoing practice as an artist. I saw 
the engagement with a PhD by Project as an opportunity to explore these curiosities through 
research and subsequent creative projects. By using blundell house as a point of departure, 
this candidature began by posing the research question:
 How might one break the visual structure and physical dimensions of site to 
 encourage the viewer to look beyond its material and physical boundaries and hence  
 draw attention to the site itself?
At a mid-way point in the candidature, the questioning shifted. This was prompted by 
specific project work, research, reading, and writing, and was also due to connections made 
with my practice and the specific issue of temporality. This led to a new research question 
being posed through the creative practice that asked:
 Through the foregrounding of temporal assemblage, how might one break the visual  
 structure and physical dimensions of site to draw attention to the site itself, whilst in  
 conjunction, offer a viewer further [im]material understandings of the site and 
 situation?
This prompted a series of further creative research projects. The research began to attend to 
ideas of the [im]material, and through this, temporal situations were assembled. By 
doing this, the project work became ‘attentive to particular [temporal] qualities and 
conditions with which [to] make connections and arrangements.’3 By being attentive to these 
temporal qualities and conditions, it highlighted that the research and practice 
began to foreground duration. The philosopher Gilles Deleuze’s reading of philosopher Henri 
Bergson’s concept of duration became an important reference for my thinking as Deleuze 
directly addresses duration in relation to concepts of space and time.4 Now, towards the end 
of candidature, the research of the PhD has reframed my practice, and offered up a point of 
departure for future creative practice. Now, the significant question is:
 How do I practice in time [a foregrounding of duration], in relation to space, place and  
 site [spatial practice]?
_____________________
3. Attiwill, Suzie ‘Techniques: “to think as doing””, Making Research, Researching Making, Arkitektskolen Aarhus, 10-12 September 2015. 
4. Stagoll, Cliff ‘Duration (Durée)’ Parr, A (ed.) The Deleuze Dictionary Edinburgh University Press 2005. p.81. It is important to note that 
Deleuze’s reading of Bergson’s concept of duration is idiosyncratic, and is not necessarily a direct translation of Bergson’s concept. 
Deleuze works with Bergson’s philosophy in relation to his own interests and concerns – and in a similar manner (albeit it as an artist / 
designer rather than a philosopher), I have picked up Deleuze’s Bergsonism and in particular the concept of duration and to work with it in 
my practice.
blundell house 2005. produced in collaboration with Campbell Drake. site responsive intervention in a house 
scheduled for demolition.
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In this dissertation I discuss three key terms that have been explored through this 
candidature – rendering, [im]material, and duration. Writing about them has enabled me to 
further understand these terms and concepts and their relationships with my creative 
research practice. 
_____________________
rendering
_____________________
At the beginning of this candidature, I thought of rendering as a form of drawing. The 
blundell house and other creative works produced from 2006 to 2009 explored ideas of 
drawing in space, and that the technique of cutting and removal of material was an 
expanded form of drawing. My understanding of rendering has further expanded over this 
PhD, and now includes a variety of techniques that include sweeping, vacuuming, sanding, 
maintenance, cleaning, breaking, casting, collecting, walking, assembling, and arranging, for 
example. These techniques are in specific response to each particular site, situation, and the 
creative projects undertaken – rendering on, and through, the built environment. rendering 
techniques change and adjust depending on these specific sites, as each has its own set 
of boundaries and restrictions. The term rendering now defines an expanded understanding 
and practicing of drawing, within the context of this creative practice research. 
_____________________
[im]material
_____________________
The concept of the [im]material continues as a critical focus for this creative practice 
research, and its definition has changed over the course of this PhD. What started off as an 
understanding and expansion of past histories of sites and situations has shifted to include a 
highlighting and celebration of process in relation to the temporality of my creative practice. 
In my research, I am concerned with what surfaces through the project work (material / 
immaterial), and the recognition that the creative practice research engages with the material 
and the immaterial both / and at the same time. The term [im]material facilitates discoveries 
within projects (the way light reflects off a polished timber floor, for example), and these 
discoveries are subsequently responded to through a variety of rendering techniques, and 
then taken into further projects, research and practice.  
_____________________
duration
_____________________
At the beginning of this PhD, I had an interest in time and duration and how these terms were 
beginning to influence the way I approached and produced projects. Previously, I regarded 
duration as the time allocated to a project – as a period of time, from one moment to the next. 
However, over the course of the candidature, my understanding of the concept of duration 
shifted. This was due to an amplification of the temporal aspects within my practice, which 
led me to make connections with the writings of Deleuze, and specifically his propositions 
regarding time and space, and his version of Bergson’s duration.
Here a working definition of duration as ‘is the immediate awareness of the flow of mental 
life’5 is adopted. This involves an immersion within the constant flux and fluidity of time, and 
an attentiveness as to how this immersion produces particular situations. Deleuze states that 
the problem is that we spatialise time, reducing it to points in space, and then regard time as 
movement from one point to another. In contrast, the concept of duration offered here is an 
opportunity to think in time, and then, to spatialise it.6 Now, near the end of my candidature, I 
have begun to practice by foregrounding the concept of duration as one of immersion in time 
as flow.
_____________________
5. Stagoll ‘Duration (Durée)’. p.81.
6. Deleuze, Gilles Bergsonism Translated by Hugh Tomlinson and Barbara Habberjam, Zone Books, New York, 1991.
blundell house 2005. produced in collaboration with Campbell Drake. site responsive intervention in a house scheduled for demolition.
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Dust became a curiosity of the research and projects. Produced through a variety of 
rendering techniques, the production of this material renders the [im]material – the material 
and immaterial at the same time - making apparent the flow of time. The immaterial becomes 
material through spatialising processes. The creative practice research values and makes 
relations with the temporal, the spatial and the material.
_____________________
I situate my creative practice research in the discipline of art and have made a contribution 
through peer-reviewed group and solo exhibitions in Australia (please refer to these in the 
exhibitions / creative works / journal articles and appendix 1 of the dissertation). Through 
specific rendering techniques and processes that include site responsiveness and temporal 
assemblages, I also situate this PhD in the discipline of interior design as a practice 
concerned with temporal contexts, situations, and practice; and how these influence the 
spatial and material qualities of sites. This way of thinking and practicing has resulted in 
research outcomes and contributions to the discipline of interior design; these include 
publication in interior design journals, conference participation, and teaching into the Interior 
Design program at RMIT University.
Using the word rendering, I explored the notion of drawing through the creative practice 
research. The word [im]material facilitated process-based projects, where art and design 
could be brought together, and more specifically, design into art as per Hester’s observation. 
This notion of the [im]material and its focus on process before outcome contributes to this 
trajectory of cross-disciplinary practices. 
While the concept of spatial practice is common in the disciplines of art and interior design, 
the foregrounding of duration by immersing this creative practice research in time as flow 
expands the notion of spatial practice. This foregrounding of temporality in the making of 
spatial relations is a key contribution of this PhD, which has been – and continues to be – 
offered to peers in art and design through exhibitions and publication of this creative practice 
research.
The research has led me to produce projects that explore experiences in time, in which these 
projects and the artifacts produced are materialisations and spatialisations of these 
exploratory experiences in time. Foregrounding duration within practice enables a 
contribution to the disciplines of art and interior design, and extends the potential for future 
creative practice by transforming my practice from one that was primarily concerned with the 
spatial manipulation of sites, to one that operates through a foregrounding of duration.
_____________________
The dissertation begins with a discussion about surfing – highlighting that as a surfer, and as 
a creative practitioner, I am responsive to a confluence of forces immersed in time as flow. 
This process of mobility makes relations between these forces through specific negotiations 
and processes, producing indeterminate outcomes.
The artist Gordon Matta-Clark has had a considerable impact on my practice (both prior to, 
and during, the PhD), and has provided a precedent for someone who works across the two 
disciplines of art and design (more specifically art and architecture for Matta-Clark). 
Scattered throughout the dissertation are interjections of ‘conversations’ between myself 
and Matta-Clark, emphasising the influence his body of work has had on my practice and 
research. By having a fictional conversation held across time, there is a folding of multiple 
times – of past, present and future times – and the conversational situation interrupts the 
academic tone of the dissertation to introduce a tone of practice and the value of peers in, 
and to, the creative practice thinking. It also highlights ideas of documentation as a capturing 
of the past, foregrounds duration, and celebrates the processes entailed in creative practice.
In the chapter drawing / painting ~ marks / cuts I discuss the different connections made 
with my continuing drawing and painting practice. I explore the concept that the act of 
drawing and painting are directly, and critically responsive to the marks made previously; 
there is no compositional intent, rather time is given to the work, a method of drawing or 
painting is enacted, and thus begins the process of responsiveness to one’s own mark 
making, of making time. A visual essay in this chapter comprises images of particular 
compositions using two familiar, everyday encounters: survey marks on the footpath and 
street signs that have been cut off. This elaborates on the connections made between my 
drawing and painting practice, and the creative work associated with this PhD. The 
photographs reveal moments in time, transitional encounters that allude to past occupations 
and programs, while hinting at future possibilities. 
In the dissertation, projects are assembled chronologically and as chapters. The first 
chapter, mitchell house, is a project produced in a house scheduled for demolition, which 
tested the idea of ‘rupture’ through ideas of taking away and of removal. In this project the 
material removed and the dust from the action was not considered. What changed through 
the candidature, and is foregrounded in the final projects – wall work[ing] 7, beginning in 
incompleteness: works in formation, and sighting – is that this dust has become the remnant 
and documentation of each project. In these final projects, material is manipulated (sanded), 
which produces dust, highlighting and celebrating process ([im]material / time as flow). This 
production of dust renders the [im]material.
_____________________
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1. Winton, Tim Breath Hamish Hamilton Publishing, 2008. p. 28 - 29.
2. Deleuze, Gilles Negotiations 1972 – 1990 (trans.) Joughin, Martin. Columbia University Press, New York, 1995. p. 121.
3. As I write this, there’s 4ft of swell on the coast and I really should be surfing and not writing.......
4. Knox, Malcolm In the Giant Green Cathedral The Monthly, May 2008.
_____________________
surfing
_____________________
“…blokes dancing themselves across the bay with smiles on their faces and sun in their hair 
... How strange it was to see men do something beautiful. Something pointless and elegant, 
as though nobody saw or cared…the outlaw feeling of doing something graceful, as if 
dancing on water was the best and bravest thing a man could do.”1 Tim Winton.
“It was no longer a question of starting or finishing. The question was rather, what happens 
‘in between’…But nowadays we see movement defined less and less in relation to a point 
of leverage. Many of the new sports – surfing, windsurfing, hang gliding – take the form of 
entry into an existing wave. There’s no longer an origin as starting point, but a sort of putting-
into-orbit. The basic thing is how to get taken up in the movement of a big wave, a column of 
rising air, to ‘come between’ rather than to be the origin of an effort.”2  Gilles Deleuze.
_____________________
I have been passionate about surfing for a very long time.3  I was introduced to it at around 
eight years old, and was given my first second-hand surfboard for my tenth birthday. I was 
obsessed with the ocean, and everything associated with it – it consumed me. Hours and 
hours of energy expelled paddling, standing up and riding along peaks of swell that seemed 
to hit the sand or rocks with perfect precision and intention. It is a passion that was forged 
long ago and continues today, where now, I am lucky enough to have introduced my 
daughter to the ocean, and perhaps one day, she too may want to dance across its pulses, 
troughs and curves.
As surfing is something experiential and disappears quickly, it is perhaps too impulsive for 
one to memorialise and is difficult to define. “This is why surfing invites obsession and 
repetition, as if one faint wave-memory after another can accrete into a permanent idea.”4  
_____________________
I have my wetsuit on. My board is freshly waxed. I stand on the beach gazing out to the surf 
(today’s a beautiful four foot with the odd bigger set) with anticipation and adrenaline 
levels at their peak. Some simple stretching – shoulders, arms and back are loosened. I 
attach my leg rope to my left ankle. I pick up my board from the sand and take in one more 
set of waves before I walk toward the water. I routinely, knee deep in the shallows, plunge 
my board into the salt water and rub the top deck as if I’m rubbing Buddha’s stomach for 
good luck. At a certain point where I feel I can no longer stand, I launch and lie down on my 
board, beginning to paddle as hard as I can toward the horizon. My body becomes part of 
the ocean, moving around with all its currents, flows and under-drags. 
This process takes a lot of energy, I am aware of my lungs taking in deeper breaths as I 
submerge under the water time and time again. I duck dive at least a few times before I get 
to where the waves are breaking. Depending on conditions, the process of paddling out into 
the surf can be easy or exhausting. 
When I reach the take-off zone, a sense of calm glides over me. I become aware of my 
surroundings. The landscape looks different from out in the water; I scour the faces of other 
surfers in proximity, and establish my location in terms of where I entered from the beach. I 
face the horizon. A set of waves approach and people start to paddle into position.
The first wave in a set is often not the best, so I paddle over this one in anticipation of the 
next. I find myself in position, and turn around to paddle furiously to find unison with the 
wave. I feel it lift me up and propel me forward toward land. As the wave begins to feather, I 
push up with my hands, and in one motion I am crouching on top of my board and 
dropping down the face of the wave. I can hear the wave’s peak break behind me in an 
almighty roar as I reach the bottom. I dig the board’s rail into the water, bottom turn, and for 
the first time I am now face to face with the wave that has generously obliged to carry me 
toward the beach.
I climb the face of the wave and snap at the top, plummeting down the face again. I bottom 
turn, climb the face, another snap. The wave races down the line ahead of me and I can 
see that it will barrel, so I skip and pump, applying pressure to the front foot in order to gain 
speed to meet the section ahead. The lip of the wave starts to roll over as I crouch lower and 
move a little up the face so that I can get enough speed to make it through the barrel. The 
wave envelops me – I’m inside it. I plunge my trailing hand and arm into the face of the wave, 
slowing me down, allowing me to spend a little extra time inside. The sound is a low and loud 
hissing, as if it’s warning me to get out. I pull my arm and hand out of the face of the wave 
and skip and pump again. 
As I exit the barrel, I extend my knees so that I’m standing a little taller. The wave spits and 
spurts behind me. Now the face in front of me is flatter, and I set a rail for one last arcing turn. 
I crouch down again and put pressure on my back foot, draw a line high on the face and 
return to the foam where I snap the board back around to face the beach once more. The 
wave dies and I dive off into the water. In that moment my mind relives the ride. I surface, pull 
my board close and paddle back out to the line-up.
_____________________
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_____________________
thinking about surfing
_____________________
“...hectic noise, immense force driven up through the feet and knees, all in a kind of 
stoptime.”5 Tim Winton.
The wave I described above was probably all of twenty seconds long, but it felt so much 
longer. I recall only small parts of it; the chattering of my board as I plummeted down the 
face, the sound of the wave behind me. The decisions I made surfing the wave seemed 
impulsive, but I know these are refined by years of surfing all sorts of different conditions and 
from making many mistakes. The repetitive process of surfing itself has strengthened my 
decision-making process, and I ride the wave without ever really thinking about what I am 
doing. I move with immense speed, but everything slows down. Time, it seems, doesn’t 
apply.  
Surfing is a dynamic experience in time, attentive to the immense variables associated with 
it, and it is only when a wave becomes, and when one enters into it, that these seemingly 
unforeseen potentialities begin to reveal themselves into existence. There’s the waiting and 
the watching, the anticipation and adrenaline, the elation and subsequent fear, the difference 
in its repetition. Surfing becomes actualised through participation in the activity. It is not so 
much about mastering surfing, but desiring it, seeking an intensification, being with it, 
allowing oneself to ebb and flow, immersed in its dynamic, changing fields of forces. 
 
_____________________
returning from the surf
_____________________
Through the undertaking of this PhD I have made connections between my creative practice 
and surfing. Surfing is a dynamic experience in time, and through the making of these 
connections, this is now how I understand my creative practice. Through the making of these 
connections and relationships, and through surfing, I have been able to better understand 
Deleuze’s concept of Bergson’s duration. This has had direct influences on my creative 
practice, and, interestingly, also on my surfing. When entering the ocean now, I prioritise 
duration, to be aware of the confluence of forces that come together in time, becoming a 
wave that hurtles me to the beach.
5. Winton, Breath. p. 60.
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_____________________
drawing / painting ~ marks / cuts
_____________________   
This chapter makes connections between my drawing and painting practice, a collection of 
images I assembled through this research that I refer to as ‘marks / cuts’, and the built works 
associated with this PhD. I have been a practicing artist since 1998, and have held 
numerous painting exhibitions. After my interior design undergraduate studies, I also 
practiced as an interior designer, and drawing played a large role in my positions at a variety 
of architectural and interior design studios. However, through the process of this PhD, 
drawing and painting have become more connected to and framed by concerns with 
process, time and duration. The term rendering in my research title refers to an expanded 
understanding, and practice, of drawing, and hence, it is important to contextualise the built 
works as a practice of expanded drawing.
_____________________
drawing / painting
_____________________
In 1997, as part of a Bachelor of Arts at Monash University, I was able to study painting in the 
Fine Arts faculty in Caulfield. Here I was taught traditional understandings and applications 
of drawing and painting, and my compositions focused on interpretations of situations I had 
experienced. Through that year, I began to experiment with abstraction, which opened up 
new understandings of space and depth on a page or canvas.
Once I began a Bachelor of Interior Design, my thinking surrounding drawing and painting 
shifted. I used drawing and painting to propose designs, ideas, and concepts. I became 
aware of the power of negative space (voids, left over space) on a page within a design 
drawing. During this time of study, I was also introduced to Robert Rauschenberg’s drawing 
Erased de Kooning Drawing from 1953 [fig. 1]. The artist had almost entirely erased a 
drawing given to him from Willem de Kooning, and this action of erasure or subtraction from 
a composition prompted the idea that subtraction and erasure could also be an action of 
drawing. This concept had a large influence on my final undergraduate project, blundell 
house, and subsequent creative works produced between 2006 and 2009.
fig. 1. Erased de Koonig Drawing Robert Rauschenburg. 1953. © Untitled Press Inc./VAGA. Licensed by 
Viscopy, 2016.
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fig. 2. murakami moons [or] & B [or] among the colourful coral, under the deep blue sea detail. oil, acrylic, pencil, collage on linen. 190cm x 
190cm. 2015.
Through this PhD, my practice of drawing and painting has shifted again. My drawings and 
paintings begin with marks (predominantly with pencil), and then my process consists of 
making marks, erasing marks, subtracting marks, making more marks, smudging marks, 
again, again and again. Drawing and painting becomes a process, rather than an action 
seeking a proposed outcome or compositional conclusion, and all marks made are 
responsive to all the marks made previously. Now the process of drawing and painting is one 
of mark making, of marking time, of making time, and of time making [fig. 2 – 6]. Toward the 
end of this PhD, my drawing has become a process and practice that foregrounds duration. 
This will be further discussed in the chapter wall work[ing]s [beginning in incompleteness: 
works in formation, wall work[ing] 7].
fig. 3. strath creek c[k]ricket match [seven weeks]  detail. oil, acrylic, pencil, collage on linen. 1710mm x 1250mm. 2015.
23 24
fig. 4. untitled [sketch for wall work] detail. oil, acrylic, aerosol, pencil, collage on canvas. dimensions variable. 2015.
fig. 5. when ice cube talked about the eames detail. acrylic, aerosol, pencil, collage on canvas. 1115mm x 505mm. 2016.
fig. 6. study for lake mungo [1] oil, acrylic, pencil on canvas. 1120mm x 865mm. 2016.
fig. 6. study for lake mungo [1] detail. oil, acrylic, pencil on canvas. 1120mm x 865mm. 2016. fig. 6. study for lake mungo [1] detail. oil, acrylic, pencil on canvas. 1120mm x 865mm. 2016.
fig. 7. les mains dans les poches Jonathan Binet (installation view) Palais de Tokyo, 2011. 
© Jonathan Binet & Gaudel de Stampa, Paris. 2015.
fig. 8. la petite moitie Jonathan Binet (installation of exhibition) CAPC Musee d’art Contemporain, 2012. 
© Jonathan Binet & Gaudel de Stampa, Paris. 2015.
Another practitioner whose work explores these ideas is Paris-based artist, Jonathan Binet 
[fig. 7 and fig. 8]. His paintings go through a process of construction and deconstruction, 
responding specifically to the environment or space in which they occupy. He then, through 
a series of actions and movements, makes marks, stains, and cuts, and strokes paint across 
stretched linen and the space itself. Similarly, Melbourne-based artist Hannah Bertram also 
works with these ideas. For her work 24 Hour Drawing she made a series of marks on a 
gallery wall for twenty-four hours, marking the presence and occupation of the artist in the 
flow of time [fig. 9]. 
Two works by artist Tom Friedman also reiterate these ideas. In Untitled 1990 [fig. 10] 
Friedman used a pen on a gallery wall to write his signature over and over again until the pen 
ran out of ink. The work became a materialisation and spatialisation of his experience in time, 
as duration, and highlighted this immersion in time as flow. Another one of his works, 1000 
Hours of Staring 1997 [fig. 11], involved Friedman staring at a piece of paper for one 
thousand hours. The difference here is that he leaves no trace of an action, or material, on 
the paper, and one is left to imagine the process undertook by the artist.
_____________________
fig. 9. 24 Hour Drawing Hannah Bertram. Blindside, Melbourne 2014. image courtesy the artist.
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fig. 10. Untitled, Tom Freidman 1990. Marker on wall (blue felt tip marker on wall) 42 inches diameter © Tom Friedman; Courtesy of the 
artist, Luhring Augustine, New York, and Stephen Friedman Gallery, London.
fig. 11. 1000 Hours of Staring, 1997. Tom Freidman. Stare on paper 35 1/2 x 32 1/2 inches © Tom Friedman; Courtesy of the artist, Luhring 
Augustine, New York, and Stephen Friedman Gallery, London.
_____________________ 
Approaching the end of my PhD, I am able to now make connections between these 
precedent works and my drawing and painting practice. Similar to my creative practice 
research, these artists’ works highlight the processes within the making of the work, and that 
the compositions are entirely produced by process. The works also allow access to the 
artists’ immersion in time as flow, which is the foregrounding of duration in practice.
_____________________
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_____________________
marks / cuts 
_____________________
Throughout this candidature I have taken photographs of two everyday situations: spaces 
where signposts used to stand, and spaces with temporary survey marks. I collected these 
photographs through the journeys I took (walking and cycling) to the supermarket, to collect 
my daughter from kindergarten, riding to university, etc. [fig. 12] These marks and cuts 
provide narratives and propositions of what was once there, or what might come in the future. 
They reveal a moment in time where particular symbols and signs allude to past situations 
and actions, while also hinting at future possibilities. Moreover, this collection of photographs 
provides a trace of the everyday journeys I take within the built environment.
When these moments are photographed, they produce a momentary condensing and 
folding of multiple times. The images become traces of actions past, traces of temporality, 
and traces of constructed situations. They become encounters and propositions for future 
material and spatial manifestations. Moreover, they are images of the beautiful banalities that 
I have the opportunity to encounter every day.
_____________________
fig. 12. map of marks / cuts 2013 - present.
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_____________________
Now at the end of this candidature, I can see connections between my drawing and painting 
practice, the documentation of marks and cuts, and the creative research project work 
associated with this PhD. My drawing and painting has now transformed to become a 
process of making marks with no compositional outcome in mind. Drawing and painting has 
become a process-based activity and a way of marking time and making time. The 
photographs of marks and cuts found on my everyday journeys document duration, and 
these offer up new understandings of past usages and future propositions. The focus of the 
projects within this PhD has shifted to foreground duration, is immersed in time as flow, and 
making marks and cuts in response to this.  
As discussed earlier, the term rendering in my research title refers to an expanded 
understanding, and practice, of drawing. Making marks and making cuts falls into this 
definition of rendering, and this mode of rendering is a technique that operates through all 
aspects of my practice. Through the creative practice research, drawing and painting are not 
limited to a page or canvas, but incorporate temporal, spatial and material practices. 
However, regardless of whether the work is produced on a canvas or within the built 
environment, the practice highlights processes, actions, and gestures that are within a 
flowing experience.
_____________________
45 46
_____________________________________________________________________________
_____________________
conversation with gordon matta-clark
_____________________
[JC] Hi, Gordon, great to see you. And I know you’ve travelled some distance to be here, so 
thanks again. Any trouble getting here?
[GMC] I had a few time delays with trams, but all fine now. Thanks for inviting me.
[JC] Gordon, what attracted you to the sites in which you produced the majority of your 
interventions? 
[GMC] At the time that these projects were being planned, those specific spaces were found 
through research and word of mouth. The ‘abandonedness’ of them appealed, as there were 
obviously a lot fewer restrictions than intervening in a more public site. This said, however, 
and as one of the founding members of the collective ‘ANARCHITECTURE’, clearance wasn’t 
obtained in certain circumstances to carry out my projects, and this had repercussions on 
myself, and others. I did go to Paris ‘on holiday’ in the early 1970s because of this. 
[JC] I did read that the police wanted to ask you some questions! But today, to get projects 
like that off the ground requires incredible amounts of work in terms of funding, health and 
safety, council policies etc., etc. A little easier in the 1970s, perhaps?
[GMC] Definitely. There are also the obvious social and political implications of intervening 
within these types of spaces, but really, those sites provided a practical, yet exploratory, 
working space in which I (along with many volunteers) could intervene. Why were you 
attracted to these spaces that you have used for your PhD project work?
[JC] In terms of abandoned sites, I think a lot has to do with opportunity; having an idea and 
finding a space in which to implement it. But there’s also something incredibly potent within 
these spaces. They are the voids, the gaps, the leftover spaces, the forgotten spaces, the 
restricted spaces, and the non-sites. They’re transitional environments, in that the site has a 
history and a future intention attached to it, but for a moment there exists an opportunity as a 
creative practitioner to intervene, knowing that the outcome of the work will physically 
disappear. This is exciting when thinking about ideas of duration; the work existing for a 
small moment in time before disappearing back into the world.
[GMC] In a way then, the work carried out within these particular spaces actually re-values 
them, places an importance back on the site itself. My project Reality Properties: Fake 
Estates 1973 sought to do similar things – re-value these voids and forgotten spaces, no 
matter how small they might be, and to re-energise and re-invigorate them. Through the 
auctioning of these small parcels of land within Manhattan, public attention was drawn to 
them. And now, as people’s attentions have been drawn to these types of spaces, a public 
may encounter these voids and gaps for themselves to celebrate their latent potential.
[JC] I agree. Something I said as part of a project at Flinders Street Station here in 
Melbourne, where about a third of the building lies dormant and decaying, is that we need to 
open a collective fascination with these spaces. It shouldn’t be about building the new, but 
instead celebrating the old through creative practice. It reinvigorates them for the future.
_____________________
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_____________________
mitchell house 2010
_____________________
[reversed splitting 1974 [or] an homage to Gordon Matta-Clark]
_____________________
_____________________
introduction
_____________________
mitchell house was a spatial intervention that partially removed the façade of a residential 
house scheduled for demolition in the suburb of Nunawading, Melbourne. The 1950s 
weatherboard house was to make way for a buy-off-the-plan, pre-fabricated house, the kind 
now seen through much of Melbourne’s new suburbs. Through the partial removal of this 
façade, there was a blurring of the boundaries between interior and exterior, which produced 
a new dynamic relationship between the two.
At this point in candidature, I was concerned with the work and ethos of Gordon Matta-Clark, 
and particularly affected by his work splitting 1974 [fig. 1 and fig. 2]. What interested me 
about splitting was the immediate and vigorous relationship assembled between the interior 
and the exterior, and the opening up of this threshold. I responded to splitting by 
producing a reversed splitting – a horizontal line cut through the entirety of a house, rather 
than a vertical cut. At this time, like Matta-Clark, I was also interested in larger political and 
social situations, which included housing unaffordability in Melbourne and the pre-fabricated 
house in the context of 2010. These continue to be issues I explore through my creative 
practice research.
At this time, my research question was: 
 How might one break the visual structure and physical dimensions of site to 
 encourage the viewer to look beyond its material and physical boundaries, and hence  
 draw attention to the site itself?
By removing the threshold between interior and exterior, the project intended to rupture the 
familiar experience of having a boundary or wall separating the interior from the exterior. This 
idea of ‘rupturing familiarities’ was a key research term at this point in candidature. The wall 
between the interior and exterior, provides a sense of security from external conditions, and 
by removing a section of wall, these securities would be ruptured. Furthermore, there would 
be a folding of internal and external conditions; they would be affected together, at once and 
in time. This produced new spatial relationships within the house, by allowing the internal and 
external conditions to be experienced at the same time, which further emphasised this 
rupturing of familiarities.
Before I produced the mitchell house, I tested the proposal by intervening at the Northcote 
Rifle Club, which incorporated painting a horizontal weatherboard panel (in black) around the 
exterior façade [fig. 3 and fig. 4]. This testing led to my imagining the mitchell house project 
– painting a panel in black gave an indication of what the cut might aesthetically look like. It 
also made me aware of the logistics of horizontally cutting through the entirety of a structure, 
as the removal of stud framing would obviously destabilise the house’s structural properties.
_____________________
fig 1 and 2. Splitting Gordon Matta-Clark. 1974. © Gordon Matta-Clark/ARS. Licensed by Viscopy, 2016.
fig 3. northcote rifle club 2010. before.
fig 4. northcote rifle club 2010. after.
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As mentioned, in my practice, rendering is an expanded set of drawing techniques that I 
bring to projects in order to facilitate my creative practice research. For the mitchell house, 
the rendering technique of cutting was introduced as this was the same technique employed 
by Matta-Clark in splitting. This project was an homage to Matta-Clark’s splitting, and thus I 
was interested in incorporating a similar rendering technique.  
The project began by locating an exterior weatherboard panel, which, once removed, 
exposed the internal plasterboard wall behind. I drew a series of lines onto the plasterboard 
wall that mimicked where the weatherboard panel had been, which I then used to make a 
series of small cuts into the interior of the house. These cuts were then used as markers, so 
that when I entered the house I was able to line my cut up with where the exterior 
weatherboard panel had been [fig. 5 and fig. 6]. My rendering technique included tools such 
as a crowbar, chisel, hammer, screwdriver, circular saw and a handsaw. I also filmed and 
photographed the process of marking and cutting into the house, capturing the activity and 
movement of the project for a future exhibition [fig. 7, fig. 8, and fig. 9]. 
fig 5.
fig 6. fig 7.
fig 8. fig 9 .
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Upon completion of the horizontal cut through the house, I returned some of the existing 
furniture and furnishings back to their original locations in order to see what kind of new 
relationships emerged between these objects and my spatial intervention. I had removed 
a white, laced curtain from the main living room in order to carry out the cutting, and once 
I returned this curtain to its brass railing I discovered that it in fact responded to the wind 
that was blowing gently through this new horizontal opening below the existing window [fig. 
10]. When the window was closed, the wind fluttered the bottom part of the curtain, which 
activated a new relationship between the existing curtain and the external conditions. Before 
the cut, when the window was open, the curtain responded to these external conditions in a 
much different way. 
The living room was west facing, and as the sun slowly set dappled light flooded the interior, 
highlighting the curtain slowly moving with the wind. This assembled an immersive 
experience that produced new encounters and spatial relationships within the house, by 
allowing the internal and external conditions to be experienced at the same time. Once the 
façade and internal wall were removed, and a folding of internal and external conditions was 
produced, I became aware that this dynamic relationship between interior and exterior is not 
only produced in conjunction with each other, but they are produced, regardless of physical 
boundaries, in time together.
_____________________
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fig 10 .
In this project, my understanding of the immaterial was concerned with research into the 
historical contexts and future propositions for sites and situations. Through the process of 
this project, I began to engage with ideas regarding the difference between what constitutes 
‘house’ and what constitutes ‘home’. These are concepts explored by Sally Hirsh-Dickinson, 
an academic in English. She comments: 
 In the history of human habitation, houses existed long before homes. The idea   
 and the structural reality of the home and what it has come to stand for – 
 family, privacy, a safe haven from the world at large – is a relatively recent 
 invention, dating back only to the 1600s… Home connotes the structure that 
 shelters those who live there and the emotional valence of their experiences, the 
 material effects with which it is furnished and that it contains… Home has an affective  
 significance missing from the word house, which names the structure itself more than  
 it does the experience with it.1
Initially, my relationship with the mitchell house was that I regarded it as material to 
manipulate space. However, this thinking shifted over the course of the project, to include 
ideas of home, including these notions of ‘family, privacy, [and] a safe haven from the world’. 
Previous owners of the mitchell house would have had a deep and intimate connection with 
their home, which I regarded as an immaterial quality. I use the word immaterial here as 
not only is the house material itself, but the immaterial manifests in the previous occupants’ 
emotional connection to their home. The immaterial thus references this difference between 
what is considered one’s house, and what is considered one’s home. While being on site and 
through the production of the project, the relationship between these terms allowed me to 
think that I was practicing between the two. I was intervening materially (the removal of the 
weatherboard panel and plasterboard wall), but also intervening immaterially by 
removing the boundary of ‘privacy, [and] a safe haven from the world’. The physical removal 
of a weatherboard panel highlighted this relationship. 
The architectural academic Stephen Walker comments that,
 From the remains of a door, to the activity of the cutting, the central concerns that  
 motivated Matta-Clark’s work, [was that] his projects established a complex traffic  
 between the objects of familiar experience and what he refers to as the ‘real idea’  
 associated with the conditions of that experience, while also pointing to possibilities  
 that lay beyond…2
1. Hirsh-Dickinson, Sally Dirty Whites and Dark Secrets: Sex and Race in Peyton Place University of New Hampshire Press, 2011. p.135.
2. Walker, Stephen Gordon Matta-Clark: Art, Architecture and the Attack on Modernism I.B.Tauris & Co. LTD., London, 2009. p.13.
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Furthermore, the relationship between ‘house’ and ‘home’ reminded me of Gordon Matta-
Clark’s ideas of architectural instability, that we regard the architectures that we inhabit as 
static and stable entities. The mitchell house project highlighted an architectural instability. 
Cutting through the house exposed the fragility of the materials used, such as the cavity and 
lack of insulation within the recess of the walls, and that there really isn’t that much material, 
nor stability, that would provide ‘privacy, [and] a safe haven from the world at large.’ 
_____________________
At this point of the PhD, I considered the notion of duration in terms of time spent 
producing a project. I had one weekend to intervene before the impending demolition, which 
didn’t allow me much time. Thus this time restraint limited what could be produced and, as 
such, what began as a horizontal cut through the entirety of the house was subsequently 
reduced in scale to only include the front two thirds of the house. 
This time restraint also made me aware of my own physical capabilities and endurance – I 
desperately tried to implement the desired outcome (cutting through the whole house) over 
the two days. Thinking through this, I became more aware of my own physical presence in 
time, that I was competing against time, and I was questioning how to best utilise my time 
spent on site. This made me aware of the temporality of the project, especially considering 
that the house was to be demolished the day after I had finished the project. I was inspired 
to think through ideas of the spatial and temporal nature of the project, and the relationships 
between the two within the context of my creative practice. These considerations led to a 
slight shift in thinking, prompting research into ideas and practices with temporality.
_____________________
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_____________________
Some photographs, a short film, and numerous found objects from the house were 
subsequently shown at Kings ARI gallery in Melbourne as an exhibition titled a taming. The 
photographs provided a sense of the process behind, and outcome of, the project; the 
objects offering a sense of a physical and material experience; and the film (which was of 
the curtain fluttering in the wind after the cut was made), a prolonged experience of the work. 
The work assembled as part of this exhibition initiated a discussion into the role 
documentation played in my creative practice research. The inclusion of two images 
particularly highlighted the process of the project: a photograph of a section of plasterboard 
yet to be removed from the wall; and an image of dust floating in the air, made visible due to 
my cutting and the afternoon light streaming through the window.
The mitchell house project forced me to think through the role of the photograph within 
documentation. A conversation at the Schoolof Architecture and Design’s Graduate 
Research Conference in June 2010 prompted inquiries into ideas of the ‘iconic image’, but I 
struggled with the concept that a project could be summed up within a single image (or one 
where the dust had settled). I felt that the project needed a variety of documents, especially 
examples that included me in the photograph, to foreground process, allowing the audience 
at the exhibition at Kings ARI to be as close as possible to the experience that I had with the 
actual mitchell house. Due to the exhibition at Kings ARI and the subsequent conversation at 
the GRC, I began research into other types of documentation that offered unique 
experiences for audiences, rather than attempting to replicate my own. 
_____________________
a taming installation view, Kings ARI 2010.
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looking in and through the cut from outside the house.



_____________________________________________________________________________
_____________________
conversation with gordon matta-clark
_____________________
rendering
_____________________
[GMC] Hi, James, sorry I’m a bit late. As the title of your dissertation includes the word 
rendering, I was hoping that today you could elaborate on this for me, so I can understand a 
little better?
[JC] Sure, Gordon. The idea of rendering comes from my background in design. To render 
within a design or art context would be to represent an idea through drawing, diagramming 
or mapping, for example. What I started to consider through this candidature was that 
rendering could encompass an expanded understanding of drawing, to include many other 
techniques. As an example, when I produced the mitchell house, the action of cutting using 
a circular saw was added to my definition of rendering. And in a later project, domestic 
occupation 1, I saw the technique of vacuuming as a way of drawing through the space that 
I was working in. Like you, Gordon, I’m using the technique of cutting through surfaces to 
highlight immaterial ideas and properties. rendering then, in my creative practice, is the idea 
that a variety of tools and techniques are used to traverse and navigate a site and situation.
[GMC] This idea of a set of tools, or a set of techniques is one that resonates with me too, 
James. As I come from an architectural background, the techniques or methods of practice 
that I employ are also a form of expanded drawing. For me, I see this as a way to push back 
against architecture and its processes – especially drawing. By doing what you call 
rendering within these architectural spaces, James, according to Stephen Walker, who has 
written a fantastic book on me, ‘[I] make the space more articulated, but the identity of the 
building as a place, as an object, is strongly preserved, enhanced.’1 This extends the notion 
of drawing, and I find it is far more experiential for a public.
[JC] Is this achieved through what I call a rendering process? In the more traditional design 
and architectural disciplines, do you think that employing these rendering techniques within 
the built environment is more potent than proposals (drawings) on a page?
1. Walker Gordon Matta-Clark: Art, Architecture and the Attack on Modernism. p 62.
[GMC] I think it’s important that you realise rendering is left open, to encourage and 
encompass a whole range of different techniques you can use for specific projects. Some 
techniques may work in some specific sites and situations, where others won’t. It’s important, 
then, to act accordingly and appropriately to respond specifically to each site and situation. 
Within the majority of my projects, I had made distinctive decisions as to what the outcome 
was to be – and of course, things change while on site, meaning perhaps the final outcome 
is not exactly what was intended. The difference here between my work and yours, James, 
is that you have stepped away from this pre-determined outcome, not only through your 
drawing and painting practice, but perhaps within your built project practice too. Yours is a 
process-based practice that utilises specific rendering techniques to prioritise process over 
outcome. I’m sorry, James, I’ve just realised the time and have to run. See you next week?
[JC] Sounds great, Gordon. See you then. Cheers.
_____________________
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_____________________
domestic occupation 1 2012
_____________________
still image taken from domestic occupation 1 single channel video, 10:27 looped 2012.
As I mentioned in the introduction, my thinking around the word immaterial has shifted 
during the course of my candidature. Previously, I had separated the material from the 
immaterial – practising in a way where the immaterial was used to influence material 
manifestations. domestic occupation 1 was the first project after I had begun incorporating 
square brackets around the ‘im’ in ‘immaterial’, to highlight the inherent relationship between 
the material and immaterial; that they are not mutually exclusive, but rather exist at the same 
time. Adrian Parr comments that, ‘These [the material and the immaterial] are not to be 
confused with dualistic pairs. Rather each holds an immanent relation to the other, with the 
one contained within the other.’1 It was during this project that my thinking opened to engage 
the [im]material as a practicing, highlighting and celebration of process, while in conjunction 
a practicing with the material and the immaterial both / and at the same time. Thus, the title of 
my research changed to rendering the [im]material.
In my previous project, mitchell house, the dust produced through cutting the walls had been 
left to accumulate on the floor. It was suggested by my associate supervisor at the time, 
Professor Andrea Mina, that I should consider using this dust (the residue of my processes) 
as further material with which to work. This [im]material has since become a primary focus 
within my projects.
_____________________
The project domestic occupation 1 explored a series of manipulations and interventions into 
abandoned spaces at Flinders Street Station, Melbourne. This creative work was part of a 
larger project, Contemporary Site Investigations [CSI]: Flinders Street Station, which was 
assisted by a City of Melbourne Public Art Grant, and involved five other artists: Campbell 
Drake, Elizabeth Drake, Cameron Robbins, Robbie Rowlands, and Jeremy Taylor. Each 
participant gravitated toward specific areas of the Station to undertake a series of exploratory 
creative works. I found myself in what was informally known as the mailroom, on level two of 
the station administration offices, at the southern end of the Station’s main building. 
Throughout its history, the mailroom had had many uses, including an infamous time where it 
was used as a processing centre for delinquents. When I first encountered this 
extraordinary space, I was confronted with piles of junk: boxes of old folders and paperwork, 
partially emptied lockers with clothes still on coat hangers, the odd coin, parts of old train-line 
track, office chairs, computers, fax machines, watches, architectural drawings, chopsticks, 
coffee, tea, vitamin supplements, sandwich makers, golf balls, pins, buttons, staplers, 
staples, pins – the list was extensive [fig. 1].  I began the project by assembling an inventory 
of all of these objects and materials, which provoked a further series of experiments, 
investigations and interventions.
1. Parr, Adrian https://lareviewofbooks.org/essay/what-is-becoming-of-deleuze/ [sourced 11.11.2015]
fig 1. initial site visit prior to intervention. Mailroon, Level 2, Fllinders Street Station.
fig 1. initial site visit prior to intervention. Mailroon, Level 2, Fllinders 
Street Station. detail of objects and materials.
fig 1. initial site visit prior to intervention. Mailroon, Level 2, Fllinders 
Street Station. detail of objects and materials.
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At this point in candidature, my research question included the phrase ‘[how] to 
encourage the viewer to look beyond the [site’s] material and physical boundaries and hence 
draw attention to the site itself?’ This became the main objective for domestic occupation 1. 
The project was informed by and produced through a month-long occupation of site where I 
prioritised process over any specific outcome. By spending time with the objects and 
materials I found within the mailroom, and with the space itself, I discovered opportunities to 
redeem and reassemble these objects and materials in order to highlight and celebrate their 
latent potentialities. 
_____________________
This project had restrictions on the types of rendering techniques that I could use. Until this 
point, I had used cutting as an expanded drawing practice, but due to the heritage overlay at 
Flinders Street Station this technique was not possible. Particular practitioners that I was 
researching at this time included Regis Perray [fig. 2 and fig. 3], Mierle Laderman Ukeles 
[fig. 4 and fig. 5], and Lara Almarcegui [fig. 6] – artists working with techniques such as 
sweeping, gleaming, polishing, washing, collecting and temporal assemblage. These 
techniques employ time within their actions, and as such, bring attention to the existing sites 
that they occupy. For example, in dans le desert il n’y pas que des pierres, Perray sweeps 
and collects rubbish at the base of the Great Pyramids in Giza, Egypt. By doing so, he 
creates a new ‘pyramid’, one that comments on consumerism and waste within our 
contemporary cultures. In Hartford Wash: Washing, Tracks, Maintenance (Outside), Ukeles 
uses washing and sweeping as techniques through which to bring attention to the unclean 
and dirty Wadsworth Athenaeum, but to also raise awareness of the underpaid and 
overworked local city street cleaners. These two examples show that through specific 
actions, one is able ‘…to encourage the viewer to look beyond the [site’s] material and 
physical boundaries and hence draw attention to the site itself’, while also drawing attention 
to larger social and political issues. As such, I included these practitioners’ techniques as an 
expanded understanding of rendering for domestic occupation 1. 
fig. 2. dans le désert il n’y a pas que des pierres 1999. Regis Perray. image courtesy the 
artist.
fig. 3. le sol de mon atelier 1995 . Regis Perray. image courtesy the 
artist.
fig. 4. Hartford Wash: Washing, Tracks, Maintenance 
(Outside), Mierle Laderman Ukeles,1973. Part of 
Maintenance Art performance series, 1973-1974. 
Performance at Wadsworth Atheneum, Hartford, CT. 
Courtesy of Ronald Feldman Fine Arts, New York.
fig. 5. Hartford Wash: Washing, Tracks, Maintenance 
(Outside), Mierle Laderman Ukeles,1973. Part of 
Maintenance Art performance series, 1973-1974. 
Performance at Wadsworth Atheneum, Hartford, CT. 
Courtesy of Ronald Feldman Fine Arts, New York.
fig. 6. Lara Almarcegui, installation at the Spanish Pavilion, 55th 
Venice Biennial, 2013, curator Octavio Zaya, commissioned by 
Ministry of Culture Spain. Courtesy the artist and Ellen de Bruijne 
Projects.
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The title of the project was influenced by Ukeles’ ‘Maintenance Art Manifesto 1969’. She had 
recently become a mother (and coincidently, I had just become a father in July 2012) and 
had expressed concern that she was no longer considered a serious artist because of this. 
Her manifesto stated that her art practice would shift to mimic her domestic life; maintaining 
the city as she would her own home. At Flinders Street Station, I thought it could be 
interesting to employ some more domestic actions and processes. I added the ‘1’ in the title 
because I was considering undertaking a series of projects in a variety of spaces, using very 
similar rendering techniques.
Concurrently, I produced a visual essay for submission to the IDEA Journal 2012. The title for 
this edition was Writing /drawing: negotiating the perils and pleasures of interiority, and the 
guest editor, Sarah Treadwell, called for submissions that responded to the provocation that:
 the architectural interior is revealed through a reporting of movement and a slow 
 material engagement with surface, writing into the interior an everyday attentiveness  
 and neglect, constructing interiority as both abject, with the stuffy persistence of 
 unwanted patina [shedding skin and the adherence of soot], and as a form of worship,  
 gilded with polish.2
This encouraged me to think that the interior is produced through the occupation of spaces, 
and also in conjunction with gestures, actions and processes that highlight the temporality of 
the site. Therefore, processes like sweeping and cleaning could produce an interior.
_____________________
The mailroom was in a state of disarray, at the time being used by the workers at Flinders 
Street Station as a dumping ground for obsolete and broken objects, materials and other 
artifacts. I didn’t regard these as obsolete, however, and rather imagined them to have deep 
historical contexts embedded within their materialities, forms and functions. Through the 
initial process of assembling an inventory, I was able to spend time with each individual 
object and material. Through spending time with these materials and objects, I began to 
imagine past occupations, usages and people that inhabited the mailroom at Flinders Street 
Station.
At this time, I was reading ‘Deleuze, Guattari and the Production of the New’, where Simon 
O’Sullivan comments that,
 The new does not arrive from some ‘other place’ (transcendence), but is produced  
 from the very matter of the world, after all what else is there? And where else can the  
 new come from? The new then involves a recombination of already existing elements  
 in and of the world (a new dice throw as Deleuze might say). The new would then be a  
 repetition, but with difference.3
2. Treadwell, S ‘Writing /drawing: negotiating the perils and pleasures of interiority’. IDEA Journal 2012.
3. O’Sullivan, Simon ‘Deleuze, Guattari and the Production of the New’. Chapter 9. The Production of the New and the Care of the Self. 
Edited by Simon O’Sullivan and Stephen Zepke. p.91.
fig 7. fig 8.
fig 9. fig 10.
This reading greatly influenced what I did in the mailroom. I grouped objects and materials 
together based on their aesthetic, material or functional similarities. They were then archived 
in the existing wooden shelving located at the southern end of the mailroom [fig. 7, fig. 8, fig. 
9, fig. 10, fig. 11 and fig. 12]. Through these actions and processes, I began to assemble 
a sense of order from relative disorder, and there was a ‘recombination of already existing 
elements in and of the world’. I left two old train-signal leavers and an old train brake in the 
mailroom as visual, material and functional connections to the infrastructure of Melbourne’s 
train network, but also as a reminder that I was in Flinders Street Station, the heart of that 
infrastructure [fig. 13].
After I removed all the materials and objects from the mailroom, a layer of dust was visible on 
the timber floor. This layer was thicker in some areas than others, and I realised that it had 
been in the mailroom for many, many years. I began to think of the embedded histories within 
this dust; that this material was very old and was moving in time. I decided to vacuum the 
dust in the mailroom, bringing it together in a pile in the middle of the room – a pile of 
multiple times folding and collapsing in and on one another. By doing this, I celebrated the 
dust’s past, while simultaneously hinting at future potentialities [fig. 14]. 
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fig 11. image courtesy Greta Costello.
fig 12. image courtesy Greta Costello.
image courtesy Greta Costello.
fig 13.
still image taken from domestic occupation 1 single channel video, 10:27 looped 2012.
still image taken from domestic occupation 1 single channel video, 10:27 looped 2012.
fig 14.
fig 15. dust painting 1. found dust from Flinders Street Station Mailroom. 200cm 
x 200cm. 2012 - 2013.
fig 16. dust painting 2. found dust from Flinders Street Station Mailroom. 200cm 
x 200cm. 2012 - 2013.
fig 17. dust painting 3. found dust from Flinders Street Station Mailroom. 200cm 
x 200cm. 2012 - 2013.
I then used the dust to make three large drawings on canvases, each two metres square [fig. 
15, fig. 16 and fig. 17]. The size of the canvases, and the fact that they were made on the 
floor [fig. 18 and fig. 19], informed the composition of the drawings; I moved about the 
canvas in a circular motion, throwing dust on the canvas as I walked, which led to three 
similar, circular arrangements. Through the assemblage of these new drawings, the dust was 
memorialised, in that by composing this material onto a canvas, the dust, with its embedded 
histories, was able to ‘live on’ within the context of a spatialised artifact. The making of these 
drawings was process-oriented, and reminded me of Parr’s earlier comment that ‘…each [the 
material and the immaterial] holds an immanent relation to the other, with the one contained 
within the other’; that the compositions of these drawings contained the material and the 
immaterial both / and at the same time.
111 112
fig 18. dust painting 1. process. fig 19. dust painting 1. process
still image taken from domestic occupation 1 single channel video, 10:27 looped 2012.
Through the removal of the objects and detritus, the space was opened up to allow natural 
daylight to pour in from the windows. This temporal condition, moving through the space, 
prompted a series of drawings that I made directly onto the floor of the mailroom. I traced 
where the light fell on the floor using a cloth and hot soapy water, and scrubbed the more 
stubborn dust from the floorboards [fig. 20 and fig. 21]. Rather than memorialising this dust 
by making compositions on canvas, this action of removing the dust marked specific times 
that I occupied in the mailroom. As the light moved (being attentive to this temporal 
condition) while I produced the drawings, the outcomes were in fact an abstracted 
composition of multiple times. Hence, these artifacts (along with the dust drawings on 
canvas) became spatialisations of this experience in time. 
_____________________
At the beginning of domestic occupation 1, duration continued to be engaged with as a 
linear collection of time. However, as the project enabled a month-long occupancy of site 
(the most time spent on a single project), and because of my focus on process over 
outcome, I began to consider new ways of thinking about duration. Through the making of 
the work, it became apparent that I was in time, attentive to particular temporalities (daylight 
moving through the mailroom) and producing spatialisations (reassembling objects, 
materials and dust) of these experiences in time. This change in thinking prompted research 
into Deleuze’s philosophical concept of the term duration, through the reading of his book 
Bergsonism. 
_____________________
Following on from the mitchell house, domestic occupation 1 made me further think through 
the role of documentation in my practice. The photographs taken within domestic occupation 
1 highlighted a spatialisation of time through the process-based intervention. These 
photographs captured my processes and movement through the month-long occupancy, 
and were used to make a time-lapse of the works created within the mailroom. The dust 
drawings provided further documentation; process-based compositions that memorialise a 
material moving from one site to another; a highlighting of its own temporality. 
Due to restrictions within the Station, the public could not directly access or encounter the 
works. But as part of the exhibition, screens at Federation Square and above Young and 
Jackson’s pub on the corner of Swanston and Flinders Streets were used to showcase 
documentation from all the works produced as part of Contemporary Site Investigations 
[CSI]: Flinders Street Station. Interviews with the artists were also screened at Federation 
Square, as was my time-lapse of my project in the mailroom, and photographs of my piles of 
dust at certain stages of the project were shown on the screens at Young and Jackson’s. So 
although the public could not physically encounter the work, by exhibiting these accounts of 
my occupation, movement and processes, the public could experience a hint of what 
actually happened during my month of occupancy. 
_____________________
domestic occupation 1 expanded particular rendering techniques and used the building, its 
objects, materials and dust as [im]material with which to manipulate, assemble and 
intervene. The processes undertaken within the project, and the subsequent stories and 
histories of the site, highlighted the [im]material. There was an attentiveness, and response, 
to temporal conditions, which offered up further understandings of temporal practice. I 
developed a new understanding of duration, which prompted further research into this 
concept.
domestic occupation 1 was a process-based work that developed a taxonomy of Flinders 
Street Station in the context of 2012. It posed that these objects, materials and dust could be 
celebrated for their past lives and their current situations. By re-assembling and 
re-contextualising them in the existing site, where they previously lay dormant, I engaged in a 
celebration of their potent and future potentials.
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fig 20.
fig 21.
still image taken from domestic occupation 1 single channel video, 10:27 looped 2012.
_____________________________________________________________________________
_____________________
conversation with gordon matta-clark
_____________________
[im]material
_____________________
[GMC] Hi, James. Sorry for being late, I got stuck in the city. There was some kind of student 
protest happening there?
[JC] Hi, Gordon. No problem at all. I wanted to begin our conversation today with your 
thoughts regarding the immaterial, as my understanding of this term has changed recently. 
Firstly, how do you approach projects? Do you have a specific outcome in mind?
[GMC] Projects begin with the location of a particular site, and then I make some drawings 
that illustrate my ideas for that specific project. So, yes, I do have an outcome in mind. But as 
you know, things don’t often go to plan, and the outcome that was envisaged is sometimes a 
little different come the conclusion of the project.
[JC] When I began this creative practice research, I also operated in a similar fashion. I 
would locate a site, make some drawings, or maybe even test the proposal, like I did at the 
Northcote Rifle Club before producing the mitchell house. But then this process changed, 
and I think this was because I was confronted with the site of Flinders Street Station – it was 
difficult to propose any predetermined outcome because I couldn’t use the rendering 
technique of cutting. Using my research as provocations, I decided to foreground process, 
and to reassemble existing objects, materials and dust. I really wasn’t sure what to do, but by 
placing myself in time, and through the occupation of the site over a month, I proposed that 
this would produce some creative works, whatever they might be.
There was also a shift in my thinking around the word immaterial, and as I mentioned, my 
inclusion of square brackets allowed for a practicing with the material and the immaterial 
both / and at the same time. The [im]material acts like Grosz’s ‘swirling of dust’1, something 
I’ll elaborate on later in this dissertation. The [im]material allows me to practice with the 
material and the immaterial individually or both at the same time. Therefore, the [im]material 
finds itself embedded within the processes of my creative practice, responding to a 
confluence of forces; the [im]material is a highlighting and celebration of these processes; 
and within these processes there is a manipulation of material and immaterial, in which one 
influences, affects, and prompts the other.
1. Grosz, E. ‘Bergson, Deleuze and the Becoming of Unbecoming’ Parallax, Volume 11, Number 2, p.8.
Here I see a difference between our practices, Gordon, which has only come about due to 
my undertaking this candidature. When I began the PhD, I was more aligned with the way 
you practice, but I feel now that my practice has moved past this predetermination of 
outcome, and instead celebrates process.
[GMC] Yes, James, this is the difference between our practices. My projects had specific 
outcomes in mind, whereas I see your practice has shifted. You are practicing a mobility 
responsive to a confluence of forces, like when you go surfing, perhaps?
[JC] Exactly, like when I go surfing. Thanks, Gordon. See you next week?
[GMC] See you then. Cheers.
_____________________
127 128
_____________________________________________________________________________
_____________________
89964 seconds [paces] of drawing [walking] 2014
_____________________
Mungo Scott Flour Mill, Summerhill, Sydney, 2014.
_____________________
89964 seconds [paces] of drawing [walking] was a project I produced in the abandoned 
Mungo Scott Flour Mill in Summer Hill, Sydney [fig. 1]. The subsequent work and 
documentation was exhibited at Wellington Street Projects in Chippendale, Sydney, as part 
of SafARI, a fringe event of the Sydney Biennale. There are connections with domestic 
occupation 1, as the same rendering techniques were used, including drawing, sweeping, 
collecting and rearranging of objects and materials. A new rendering technique of walking 
was also introduced. For this project, I was offered an extended amount of time to occupy a 
decommissioned building (two weeks in this case), and there were similar heritage overlays 
to Flinders Street Station on site.
What had changed, however, was my thinking around the concept of duration. As mentioned 
in the previous chapter, through researching ideas of duration, I had made conceptual links 
to Deleuze, through Deleuze’s interpretation of Bergson’s duration. A comment by academic 
Cliff Stagoll helped me further refine my thinking, where he notes:
 According to Deleuze, one can only comprehend the notion of duration by using 
 Bergson’s method of philosophical intuition (intuition philosophique), a deliberate  
 reflective awareness or willed self-consciousness. Intuition reveals consciousness  
 (or, more generally, mental life) to be essentially temporal; ongoing mental activity  
 that constitutes, in its dynamism and the mutual interpenetration of its states, a time  
 internal to one’s self. Mental life is, then, a kind of flowing experience, and duration is  
 the immediate awareness of this flow.1
It is important to note here that intuition is defined as a ‘deliberate reflective awareness or 
willed self-consciousness’, and therefore a making of a conscious relation to self. I used the 
project at Mungo Scott as a way to explore this method; a method of making ‘a deliberate 
reflective awareness’ within ‘a kind of flowing experience’. Thinking through and extending 
this concept, 89964 seconds [paces] of drawing [walking] enabled an encounter and 
materialisation of duration, as a practice of immersion in time as flow.
_____________________
1. Stagoll ‘Duration (Durée)’. p.81.
fig 1.
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bee hive on the exterior facade with a pigeon flying out of the window.
dead bees on a windowsill inside the flour mill.
_____________________
I had no outcome in mind for this project; rather, I wanted to be immersed in time, making a 
conscious relation to self, in order to assemble some creative work. The first day of 
occupation was spent wandering, sketching, taking photographs and taking notes. Some 
observations included:
_____ The monotonous drone of aircraft flying overhead (the building is near Sydney Airport  
 and directly beneath a flight path). 
_____ The creaks and squeals of the building contracting and expanding, responding to  
 internal and external atmospheric conditions.
_____ The strange and mysterious noises that would have me spinning around to see what  
 or whom had made them, only to find a pigeon nestled beneath a timber beam.
_____ The variety of smells in different spaces – molasses from decommissioned machinery,  
 fermenting bags of flour strewn across empty floors of the Mill, dampened floors 
 rotting from exposure to the exterior, millions of dead bees decomposing in the 
 direct sunlight, urine from squatters, the smell of aerosol from graffiti, pigeon shit in  
 exorbitant abundance (which reminded me of time spent in Flinders Street Station,  
 eighteen months prior to this project).
_____ The overpowering presence of dust – its determination to consume and inhabit every  
 nook and cranny of the building; its smell; its constant inhabitation of my eyes and  
 nose; its beauty as I kicked it into the air as I walked through the myriad of spaces.
_____ The changes in lighting conditions – the building had been disconnected from power,  
 but due to the abundant windows, it was light during the day. The weather varied a lot  
 during my time spent there, with some rain and cloud cover, but also much sunshine.  
 The building would illuminate and amplify these lighting conditions through its 
 materiality, especially at dusk.
_____ The drip, drip, dripping of water leaking from overhead pipes, rusted-out taps and  
 dodgy plumbing.
These wanderings about the Mungo Scott Flour Mill became a way of foraging, looking for 
potential sites for investigation, experimentation and intervention. I photographed moments 
of interest, certain objects and material scenarios, and also collected samples and remnants 
of the building itself. This became a way of developing a tangible relationship with the 
building, a way of remembering where objects and materials were, a sense of way finding 
through the site and memorising specific areas. I started to establish a new memory with the 
building. These observations enabled encounters and immersion in time as flow, to allow me 
to begin making a conscious relation to self. 
I gravitated to the sixth and seventh floors of the Mungo Scott Flour Mill for a variety of 
reasons [fig. 2, fig. 3, fig. 4 and fig. 5]. Firstly, these two floors were flanked on the north, east 
and south walls with beautiful steel-framed windows, allowing magnificent varieties of natural 
light to stream into these spaces. Both floors had striking fire-engine red sprinkler-system 
pipes on the ceiling, which also cascaded down the walls. These pipes juxtaposed the dirty 
white, peeled paint brick walls that were covered in graffiti. The floors were old timber boards 
laid in a variety of different patterns and configurations. The beams and columns were also 
timber, which gave a historical hint of the building’s construction. 
fig 2.
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fig 3. fig 4.
fig 5.
From the initial investigations and documentation, it became apparent that the physical act of 
walking was dictating the occupation of the site. Each day, due to the fact that the 
building could not be locked, I lugged all materials and tools needed for the project up seven 
flights of stairs. This included three canvases, sheets and sheets of rag paper, paints (oils, 
acrylics and enamel spray paint), pens, pencils, cameras, lenses, tripod, my computer and, 
most importantly, food and water for the day’s activities. This process of bringing everything 
inside in the morning and then taking everything out in the evening meant that I was walking 
up and down seven flights of stairs, six times a day. The physical act of this took a great toll 
on my body during the two weeks of occupation, and in response to the process of walking I 
decided to make a drawing, which would become a material translation and spatialisation of 
this bodily endurance. I made a considered decision that this translation would be produced 
as a series on canvases, rather than the site itself, so that I could take these artifacts into the 
gallery for exhibition. 
Firstly, I calculated how many steps I would approximately take during the two weeks of 
residency, which came to 89,964. My calculations were based on the number of steps I took 
walking into the building on the ground floor, walking up seven flights of stairs, and 
walking to where I was predominately working on level seven. This value was then multiplied 
by the number of times per day I did this, and then multiplied again by the fourteen days I 
was there on site. This equation didn’t take into account all of the other walking I was 
doing while making work and navigating the building and site. I then translated this numerical 
value into seconds, and worked out that this measurement of time equalled nearly twenty-five 
hours.
I decided to draw on the surfaces of my canvases (two large and one small) for a total of 
twenty-five hours, assigning ten hours each to the large, and five hours to the small. As with 
the project as a whole, I had no outcome or composition in mind, but rather would start each 
drawing in the centre of the canvas and work out to its edges. Using only a grey lead pencil, 
I assembled line work that ‘walked’ and meandered across the canvas.
Ten hours spent drawing on a canvas 1500mm x 1200mm is hard work. The act of trying 
to keep each ‘drawn walk’ relatively similar to the last, as if walking in a cohesive manner, 
brings repetition and monotony. My thoughts wandered. Inside the Mungo Scott Flour Mill, 
and immersed within the process of producing the work, I began questioning my decision to 
undertake this twenty-five hour drawing – should I be doing this?; could I be better utilising 
my time here at Mungo Scott?; what is the finished composition going to look like?; what is 
my daughter doing?; what’s for dinner tonight? 
To say I thought about everything and nothing is not far from the truth. The process of 
drawing is a contemplative and meditative tool; existing in the pure present, where time 
seems not to move in a linear way, but exists as past, present and future all folding on one 
another in a present. The mind fluctuates fluidly from a childhood memory, to how might the 
drawing look in the gallery. This is not an experience only achievable through an exercise like 
this, but perhaps when one undertakes such an exercise (twenty-five hours of drawing) there 
is a greater probability that these types of internal dialogues, ideas and thoughts can occur, 
and that one’s perception of time can be altered and changed.
Beginning in the centre of each canvas, the marks made were produced in response to 
previous marks made – working quickly, locating the negative space between marks, 
drawing over the top of some, erasing others, while moving closer to the edges of the canvas 
– until the allocated time had expired [fig. 6, fig. 7, fig. 8 and fig. 9]. This repetitive process 
brings about difference, and is similar to the physical act of walking. These ideas are echoed 
by philosopher Elizabeth Grosz, who comments: 
 …duration is difference, the inevitable force of differentiation and elaboration, which is  
 also another name for becoming…difference is the methodology of life.2
By making seemingly similar marks, this process of drawing highlights this difference in its 
repetition, highlighting that ‘duration is difference’. The compositions are an assemblage of 
this time spent becoming, within a flowing experience, and slowly come into existence within 
the boundaries of the canvas. As Grosz comments further, regarding the notion of intuition: 
 [it is a] remarkably simple ‘concept’, whose economy and unity is belied by the 
 (philosophical) language that expresses it. More a ‘shadow’, a ‘swirling of dust’ than  
 a concrete and well-formed concept, intuition is a an emergent and imprecise 
 movement of simplicity that erupts by negating the old, resisting the temptations of 
 intellect to understand the new in terms of the language and concepts of the old (and  
 thus the durational in terms of the spatial).3
_____________________
The walking on site had informed the mark making on canvas; there was a foregrounding of 
the time spent producing these activities, and the compositions of these drawings were an 
‘imprecise movement of simplicity’. The works produced were spatialisations of time spent 
within a flowing experience, and within this project, the creative practice was being informed 
by duration. 
_____________________
2. Grosz ‘Bergson, Deleuze and the Becoming of Unbecoming’. p.4 – 6.
3. Ibid. p.8.
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walking down the seven flights of stairs. still image taken from dura[occupa]tion, as part of SafARI 2014.
fig 6.
fig 7.
fig 8. 89964 seconds [paces] of drawing [walking]. panel 1 [10 hours]. pencil on canvas. 1500mm x 1200mm. 2014.
89964 seconds [paces] of drawing [walking]. panel 2 [5 hours]. pencil on canvas. 900mm x 900mm. 2014.
fig 9. 89964 seconds [paces] of drawing [walking]. panel 3 [10 hours]. pencil on canvas. 1500mm x 1200mm. 2014.
_____________________
During the initial wanderings, I had experienced immense delight occupying the building, 
and felt that through particular rendering methods I would activate the space through a 
series of respectful and subtle interventions
_____________________
level seven / three days
_____________________
On level seven I began by removing objects to gain a clearer understanding of the floor 
surfaces [fig. 10 and fig. 11]. I painted over the existing graffiti to revive – not perfectly nor 
entirely – the century-old brick walls. This was done so that other processes undertaken 
within the space could become the focal point, rather than the graffiti itself. I painted the 
ladder and bollards red at the southern end of the building, bringing attention to their 
dormant potential, and to also spatially align and connect them with the existing red sprinkler 
system on the ceiling and walls. I noticed that the existing timber floor was patched with a 
variety of different timbers – none matching the original floorboards. These ‘fix-it jobs’ were 
laid in different configurations, which hinted that the original floors had been damaged in 
some way (water damage or moving very large objects and equipment from place to place 
or from floor to floor). There were also some large steel sheets (flat and corrugated) bolted to 
the timber floor, and again I imagined these to have been laid to protect the timber from the 
movement of large objects and machines.
I brought attention to these patches of timber and steel sheets by sweeping the inch-thick 
dust that had settled upon them into piles. Then I made some drawings by pressing rag 
paper into these piles of dust. The compositions were informed by the way in which I had 
sprayed and painted glue onto the rag paper [fig. 12 and fig. 13].
Some of the objects that had previously been removed were reintroduced, and those that 
were a little dirty were cleaned using methylated spirits and a rag. An old street sign and a 
steel pole (that was possibly used in conjunction with some of the machinery) were 
assembled into the collection of works. I painted small areas on these objects red, which 
spatially aligned them with the existing red sprinkler system, ladder and bollards [fig. 14 and 
fig. 15].
Over the course of that afternoon and the next day, I constantly moved these objects and 
rearranged them within the space, documenting this process and exploring different spatial 
configurations and relationships with the objects themselves and the space that they 
occupied.
_____________________
fig 10. 
fig 11. 
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fig 12. fig 13.
fig 14. fig 15.
89964 seconds [paces] of drawing [walking] / level seven three days 2014.
fig 16.
_____________________
level six / two days
_____________________
Lying in the centre of this floor was an object that seemed to be a cut off piece of a timber 
beam [fig. 16]; however, after looking about the ceiling, I couldn’t find where it had come 
from. I decided to leave this object and treat it as part of the existing interior of level six.
My occupation of level six began in much the same way as the floor above, by painting over 
of the graffiti on the walls [fig. 17]. This took a little longer than level seven, as there was 
more graffiti, requiring more paint and more time. Like level seven, level six had the same 
red sprinkler system on the ceiling and walls. Again picking up on this colour, I decided to 
highlight the existing interior elements – the beams, columns, window frames, nib walls and 
central object [fig. 18]. By doing so, there was again, like level seven, a delicate rendering of 
the existing architectural elements – an activation of space through a respectful and subtle 
intervention. 
On the ceiling and between each main beam on level six I noticed the exposed floor joists 
from level seven above. I decided to move into a more specific and smaller location to 
continue highlighting these existing architectural elements [fig. 19 and fig. 20]. By drawing 
on these floor joists and using red spray paint, there was an elusive spatial connection made 
to level seven. By continuing a similar intervention into the floor below, there now existed 
a spatial relationship between the two floors, as if they were beginning to merge upon one 
another. 
Below the window, and like level seven above, there existed a mix-matched timber inlay that 
I swept dust from, bringing awareness to it, while also acting as a stage for the object I found 
earlier [fig. 21].  
_____________________
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fig 17. fig 18.

fig 19. fig 20.

fig 21.
89964 seconds [paces] of drawing [walking] / level six two days 2014.
_____________________
For the exhibition, the documentation I produced as part of this project picked up on ideas 
of rendering the [im]material and duration. Spatial artifacts produced through the two weeks 
highlighted an immersion in time as flow. My walk up and down the seven flights of stairs was 
materialised into a drawing, spatialising the time spent walking. The time-lapse film 
documents me in time, moving through and occupying the site immersed in particular 
processes, emphasising this flowing experience.
What I found interesting were the decisions made by the curators of SafARI surrounding the 
work they chose to show in the gallery at Wellington Street Projects. They decided to include 
in the exhibition three drawings of my walk, two dust drawings, the found objects that I had 
subtly painted red, and a pile of bees I had found on site. I had thought that the time-lapse of 
me producing the work should have been shown, providing the audience an 
understanding of my processes over the two weeks of occupancy. However, this was not 
included for the reason that they felt it was too obvious and that there would be an immediate 
connection made between the work and my movements and processes. By leaving it out of 
the exhibition, there is an ambiguity as to how the work was made, and what it is that we’re 
looking at. 
This spurred further investigations into the role of documentation within my practice and how 
to best demonstrate such projects within the context of an exhibition. These thoughts will be 
elaborated on in the coming chapters.
_____________________
I did not expand my rendering techniques during the course of this project. However, 
spatialising the experience of walking in the site through a process of drawing made me think 
through the notion that this immaterial experience had been materialised – the 
immaterial transformed to material. There was a foregrounding of processes rather than 
specific outcomes, which prioritised the temporality of my practice. This was further 
highlighted in the particular creative works selected by the curators of SafARI for the 
exhibition at Wellington Street Projects, as these outcomes were not necessarily ones that I 
had thought of.
Through this project there was a significant conceptual shift in my thinking due to the 
research into Deleuze’s interpretation of Bergson’s duration. The works assembled 
materialised an immersion in time as flow – a materialisation of the immaterial – and through 
this the works become materialisations and spatialisations of moments in time.
_____________________
89964 seconds [paces] of drawing [walking] produced as part of SafARI, Wellington Street Projects, Sydney. 2014. 
installation view. images courtesy Wellington Street Projects.
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89964 seconds [paces] of drawing [walking] produced as part of SafARI, Wellington Street Projects, Sydney. 2014. installation view. image courtesy Wellington Street Projects.
89964 seconds [paces] of drawing [walking] produced as part of SafARI, Wellington Street Projects, Sydney. 2014. 
installation view. images courtesy Wellington Street Projects.
89964 seconds [paces] of drawing 
[walking] produced as part of SafARI, 
Wellington Street Projects, Sydney. 2014. 
installation view. image courtesy Wellington 
Street Projects.
_____________________________________________________________________________
_____________________
conversation with gordon matta-clark
_____________________
duration
_____________________
[JC] Hi, Gordon. Sorry I’m late; I got the time of our meeting mixed up. My apologies. 
[GMC] That’s OK. Time seems to slip by pretty easily these days. Speaking of time, I know 
that within your research you have been exploring notions of this, along with ideas of 
duration that stem initially from Deleuze, but more recently, Deleuze’s interpretation of 
Bergson’s duration?
[JC] I have, Gordon. It has only been through doing this PhD by Project that I’ve explored 
ideas of time and duration through my creative practice research. What I’ve come to realise 
is that there are multiple times that intersect and fold over one another in what might loosely 
be called the ‘present’ or in ‘the moment’. However, the present is almost impossible to grasp 
due to ‘it’ becoming a past instantaneously. This is due to our ability to make a conscious 
relation to the present, which allows for a relation to be made with the past. A good example 
of this is evident in discussions around the role and practice of documentation in my practice 
(and perhaps we can talk about this next week?). The artifacts, the photographs and films, 
are not so much an evidencing of the past; they are spatialisations and materialisations of the 
immaterial. 
[GMC] So then, is there a distinct difference between time and duration?
[JC] Yes. To elaborate, Deleuze, through Bergson, talks of a flowing experience or mental life 
as flow, which I understand to enable an immersion in time as flow. Within this flowing 
experience, like surfing, you have an opportunity to make something, materialise something, 
spatialise something, in response to time as flow. A very simple way to communicate this, 
and the way I describe it to my students, is when you engage with an act – be it painting, 
drawing or surfing (or any process of mobility and negotiation within a site or situation) – time 
seems to slow down or disappear. Suddenly, you can find that you have actually been 
engaged with the act for a longer period of time than you thought or planned. The hard part 
is to become responsive to this flow. But I did not begin this candidature with these types of 
thoughts; it has only been through the creative practice research, and the connections made 
to Deleuze’s concept of Bergson’s duration.
1. Walker Gordon Matta-Clark: Art, Architecture and the Attack on Modernism. p.62.
2. ibid. p.189.
3. ibid. p.66.
[GMC] I referred to my project splitting as ’almost like a calendar, a way of measuring’.1 And 
as with your initial ideas at the beginning of your candidature, it should be stressed that my 
reference to a calendar positions splitting as an ‘overt and immediate’ measure, a measure of 
spatialised time, rather than as a bearer of duration.2 However, in an interview with Liza Bear, 
the New York-based writer, I discussed the complexity of the experience of splitting. I said, ‘I 
think of it in terms of time as well as scale, because there’s obviously a detailed concern with 
the event… It’s a kind of strange contradiction, something that doesn’t fit into performance as 
such because there has been no specially isolated activity, so the whole place and its 
constituent actions form the record. I suppose in that sense it’s very clear that the activity 
and the detailed time are part of the piece.’3 Perhaps reading Bergson at that time may have 
opened up my thinking about time and duration within the context of my practice.
[JC] This certainly highlights similarities and differences between our practices, Gordon. I 
feel we need to elaborate on the idea of foregrounding duration within practice: why this is 
important? And what this might mean for future projects and practice? Perhaps after we next 
discuss the role of documentation in our practices, we can chat about this foregrounding of 
duration.
[GMC] OK, great. See you next week. Same time, same place?
[JC] Sounds great. See you then.
_____________________
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_____________________
the lightness of one and three doors 2014
_____________________
looking up at the RMIT Design Hub gallery ceiling with sanded wall. install image. 
_____________________
the lightness of one and three doors was a project produced in the RMIT Design Hub Gallery 
as part of SITUATION, a symposium and exhibition organised by the Interior Design Program 
at RMIT in 2014. This event included practitioners and academics from around the world, 
contributing to the discourse, pedagogy and creative practice research of interior design.
For my project I produced a temporal assemblage, in which I responded to the Design Hub 
gallery through observation and the transformation of its existing material conditions. Through 
the lightness of one and three doors I proposed that spaces are produced in time, through 
the assemblage of [im]materialities and their subsequent activation through human 
occupation and engagement. Hence, I created a process-based intervention, where my 
actions and gestures produced a spatialisation of my experience in time.
The project responded specifically to the timber, floor-to-ceiling sliding cavity door located 
on the east wall of the gallery [fig. 1]. This specific door interested me as it is large and 
appears extremely heavy. However, the first time I moved the door I was surprised to find it is 
incredibly light, rupturing my preconception that I would struggle with its material ‘heaviness’. 
The lightness of the door encouraged me to think of other rendering techniques that may 
have a ‘lightness’ to them. This prompted the idea of sanding a wall within the gallery in order 
to spend an intimate and extended amount of time with the material of the wall. This process 
of sanding would produce a materialisation and spatialisation of my time spent within the 
process of sanding through the production of a pile of paint dust.
I drew an exact mirror image of the door’s dimensions on the opposite plasterboard wall. 
Then, using a large orbital sander, I subtracted several layers of paint from the inside of the 
drawing on the wall. Once this paint had been subtracted, the wall was painted back to its 
original condition. The collected paint dust was assembled in a pile at the base of its wall. 
This slow rendering of the [im]material of the gallery was documented using photography, 
which was made into a time-lapse film presented on a small screen for the SITUATION 
exhibition.
_____________________
fig. 1.
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The title of the lightness of one and three doors pays homage to Joseph Kosuth’s one and 
three chairs 1965 [fig. 2], where a chair is presented in three different ways – a physical 
chair, a photograph of this chair, and a dictionary definition of the word ‘chair’. Kosuth stated 
that this work highlights the relationships between object, visual and verbal references, and 
that it provokes the audience to question what is real. However, by presenting the actual 
chair, the relationship between concepts and their signifiers is questioned.1
In this project, I thought about the role of documentation. I was documenting the temporal 
processes through three different techniques. The first was my encounter with the existing 
door, which provoked a rendering (sanding) on the opposite gallery wall, then painting it 
back to its original condition. Secondly, a stop-motion film documenting the process of this 
rendering was presented, and thirdly, the paint dust collected was presented in a pile on 
the floor beneath where the sanding had taken place; a material residue from the process of 
sanding [fig. 3, fig. 4 and fig. 5]. 
At this point in candidature my research question became more focused, to ask:
 Through the foregrounding of temporal assemblage, how might one break the visual  
 structure and physical dimensions of site to draw attention to the site itself, whilst in  
 conjunction, offer a viewer further [im]material understandings of the site and 
 situation?
By presenting these different documentation outcomes (connecting the work with Kosuth’s 
‘chairs’, by presenting the door three different ways), the audience’s spatial and material 
relationship with the gallery was brought into question. This occurred due to an evidencing 
of ‘something’ happening in the past, through an assemblage of material. By doing this, the 
audience is prompted to ask where did this material come from? 
1. Schoenholz Bee, H, Heliczer, C and McFadden, S (eds.). MoMA Highlights, New York: The Museum of Modern Art, revised 2004, origi-
nally published 1999, p. 257.
fig. 2. one and three doors Joseph Kosuth. 1965. © Joseph Kosuth/ARS. Licensed by Viscopy, 2016.
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fig. 3. fig. 3. fig. 3.
fig. 3. fig. 3.
fig. 4.
fig. 5.
the lightness of one and three doors as part of SITUATION, RMIT Design Hub. 2014.
fig. 6.
In the proposal for the SITUATION exhibition, I stated that by placing the pile of paint dust on 
the floor I hoped that through human interaction and through subtle air movement the paint 
dust might ‘lightly’ disperse across the floor. However, on the second day of exhibition, I 
received an email stating that the cleaners from the RMIT Design Hub had vacuumed the pile 
of paint dust and disposed of it [fig. 6].
This unforeseen action and new situation offered up further ideas about the lightness of one 
and three doors. The paint dust, seen by myself as a residue of the process of rendering and 
valuable enough in its new material context to exhibit, was seen by others as everyday dust, 
a material we so commonly have an abject relationship to; a dirty nuisance. That afternoon I 
printed a photograph of the pile of paint dust and placed it on the floor where the original pile 
of paint dust had been exhibited [fig. 7 and fig. 8]. This photograph allowed the 
audience to experience a further temporal uncertainty; an evidencing of ‘something’ 
happening in the past (a photograph of an assemblage of material) that no longer existed in 
the present (where did this material go?). This highlighted the dust’s temporality and its 
different manifestations through time, and also that it is immersed in time as flow. 
_____________________
Through this project there was a substantial shift in my practice. Rendering techniques that 
I had first used in the mitchell house using a series of circular saws and handsaws changed 
during the creation of the lightness of one and three doors. Instead of cutting through 
surfaces, I began to utilise more subtle rendering techniques. The orbital sander allowed for 
a slow and more intimate encounter with the wall in the gallery space. It provided the 
opportunity to work in time, gradually and subtly sanding and subtracting paint – the layers of 
which indicated and marked the life of the gallery itself. Through the process of subtracting 
these layers from the surface of the wall, there was a material manifestation of my immersion 
in time. The material of the gallery wall – the paint dust – signified a moment in time, 
highlighting its own temporality and rendered the [im]material.
What was also evident at this point in candidature was that my practice had moved from 
abandoned, decommissioned and derelict sites, into the white cube of the gallery. Although 
I had exhibited in galleries before, these were either painting shows or documentations of 
projects in abandoned spaces (for example mitchell house documentation shown at Kings). 
What was different now was that I was using the gallery as [im]material to work with. 
Furthermore, I made links between my drawing / painting practice and the idea of mark 
making. Instead of making marks and marking time on a canvas, I was now making marks 
and marking time on the surfaces of a gallery. 
_____________________
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fig. 8.
fig. 7.
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_____________________
conversation with gordon matta-clark
_____________________
documentation
_____________________
[JC] Hi, Gordon. Thanks again for meeting me here at FOOD. It’s been quite the journey 
travelling in time to get here. I can’t wait to try your infamous soup!
[GMC] It’s a favourite of our customers. And, please, make sure you don’t clean the mess, I 
regard the soup as ‘painting’ the table.
[JC] It is interesting you say this, as I’ve been thinking about documentation and the role it 
plays within my practice. I guess the soup ‘painting’ the table is a way of documenting the 
event of eating the soup itself?
[GMC] Exactly. The trap is to regard documentation as an ‘image’, and when I refer to an 
‘image’, I am talking about a photograph or film, which flattens an experience or a series of 
activities into a single frame. Documentation can be so much more than this, which I 
discovered during my career. That said, ‘the filmic and photographic works [can] fill the void 
left by the loss of the ‘actual’ works.1
[JC] At the beginning of my candidature I definitely regarded documentation as something 
that needed to happen in order to evidence that the project occurred. Like you, Gordon, the 
majority of my creative project work has occurred in spaces that have been demolished or 
had very limited public access to them. In order to present the projects I needed to 
photograph and film them. During the candidature documentation became a way in which to 
spatialise a moment within the project. I began to refer to these images as a way of 
condensing times (past, present, future) and these images allowed a viewer access to these 
moments. What is really interesting now, as I near the end of candidature, is that 
documentation has expanded to include the residues (dust) of the processes and actions in 
the projects themselves. These material manifestations and assemblages are further 
evidence of ‘something’ that has occurred – a material manifestation of the [im]material. 
[GMC] This is interesting. When I first graduated from architecture school, I was involved in 
a project with artist Dennis Oppenheim titled Beebe Lake Ice Cut 1969. Many graduates like 
myself provided physical assistance to the other artists in an upcoming exhibition titled ‘Earth 
Art’ at the University of Cornell’s art gallery. The graduates ‘remained at the ready in a central 
headquarters, to be dispatched at any moment should practical assistance or film and 
photographic documentation be required.’2
1. Kravagna, Christian ‘“It’s nothing worth documenting if it’s not difficult to get”: on the documentary nature of photography and film in the 
work of Gordon Matta-Clark’ Diserens, Corinne (ed.), Gordon Matta-Clark Phaidon Press 2003. p.134
2. Crow, Thomas ‘Alchemy and Anthropology 1962 – 1971’ Diserens, Corinne (ed.), Gordon Matta-Clark Phaidon Press 2003. p.25
From this, I was asked to be part of a subsequent exhibition titled ‘Documentations’. For this 
exhibition I actually took an old stove into the gallery and cooked some photographs in a 
pan. Once I had burnt all of the photographs I left them there in the pan for the rest of the 
exhibition. Here, I felt that the objects of the stove, pan and burnt photographs provided a 
significantly more potent documentation of the event than any photographs or film of the 
project could.
[JC] It’s interesting to note, too, that in the discipline of Interior Design where spaces and 
projects are documented through photography and presented in magazines, there are not 
often people captured within these images. This is perhaps a tactic used by the 
photographers and designers to allow the reader to project themselves into the image and to 
create a fictional narrative. I’m starting to think that it’s almost necessary for an audience to 
experience the creative project work and the processes in order to understand that a pile of 
paint dust is the residue of an action or gesture that has taken place, rather than an image of 
it that abstracts scale, time and space.
[GMC] Yes, the images that have you in them highlight process and time as flow. The images 
that you are not in, however, don’t give me that same indication. They’ve flattened time to a 
moment, an image, and they’ve lost the ‘flow’ to them.
[JC] I agree, Gordon, and this is something I want to continue to explore. Thanks for the soup 
– it’s delicious!
_____________________
215 216
_____________________________________________________________________________
_____________________
wall work[ing]s [beginning in incompleteness: works in formation / wall work[ing] 7] 2015
_____________________
wall work[ing] 7 process based intervention at Kings ARI 2015. install image.
_____________________
In this chapter I discuss two creative projects I undertook in two Melbourne galleries; 
beginning in incompleteness: works in formation, an exhibition at RMIT Project Space / Spare 
Room; and wall work[ing] 7, an exhibition at Kings ARI. I chose to write about them together 
as they both occurred during October and November 2015. Within both projects, I explored 
the concept of immersion in time as flow; how my practice had moved to more subtle 
gestures (rather than the circular saw); practicing responsiveness, openness and 
mobility, tested through each exhibition; how notions of duration and responsive dispositions 
of practice-based research were experimented and tested; and the constraints associated 
with producing creative work during installation and through the exhibition itself. I wrote this 
chapter at the time I produced the projects in order to allow the reader to be in time, to have 
a specific and descriptive account of what took place within each project.
These two projects prompted my final research question, which asked: 
 How do I practice in time [a foregrounding of duration], in relation to space, place and  
 site [spatial practice]?
This question enabled both projects to foreground duration rather than space. Each project 
had a prolonged investment of time within the iteration and production of the creative work. 
beginning in incompleteness: works in formation was a five-and-a-half week exhibition, while 
wall work[ing] 7 was a four-week exhibition. This final question allows the creative practice 
research to transition ideas associated with spatial practice, to foregrounding duration in 
practice.
Particular practitioners I was researching at the time included Fiona Connor [fig. 1 and fig. 2], 
Georgina Criddle [fig. 3 and fig. 4], Masaru Iawai [fig. 5 and fig. 6], Lee Ufan [fig. 7 and fig. 
8], Pierre Huyghe [fig. 9], John Baldessari [fig. 10] and Cy Twombley. All these 
practitioners deal with notions of drawing, [im]materiality and duration. The specific works 
focused on within this chapter deal with projects that directly engage walls and floors 
(addition and subtraction of material), along with concepts of mark marking (as in the 
chapter drawing / painting ~ marks / cuts). Hence, these practitioners and these specific 
projects had a direct influence on the work I produced through these two creative works and 
exhibitions.
_____________________
fig. 1. Can do Academy Fiona Connor Hopkinson Mossman, 
Auckland, New Zealand 2014 © courtesy Fiona Connor and 
Lisa-Cooley Gallery, New York.
fig. 2. Can do Academy Fiona Connor Hopkinson Mossman, 
Auckland, New Zealand 2014 © courtesy Fiona Connor and 
Lisa-Cooley Gallery, New York.
fig. 3. Untitled (sawdust removed from studio floor, made into a 
stratified cube, eventually tripped over) Georgina Criddle. 2013. 
image courtesy the artist.
fig. 4. Before too long. West Space, Melbourne. 
Georgina Criddle. 2015. image courtesy the 
artist.
fig. 5. Polishing housing Masaru Iwai. site specific installation,
woods, plasterboard, aluminium sash, glass, other w4.5m X 
d7m Xh5.3m, Alternative Gallery Monne Porte, Nagasaki, Japan
2009 © Masaru Iwai, Courtesy of Takuro Someya Contemporary 
Art
fig. 6. Untitled (Cleaning) Masaru Iwai site specific 
installation, found materials, dimensions variable, Alternative 
Gallery Monne Porte, Nagasaki, Japan 2009 © Masaru Iwai, 
Courtesy of Takuro Someya Contemporary Art
221 222
fig. 7. From Line 1977 © Lee Ufan/ADAGP. Licensed by 
Viscopy, 2016.
fig. 8. From Line 1976 © Lee Ufan/ADAGP. Licensed by 
Viscopy, 2016.
fig. 9.Timekeeper 1999 © Pierre Huyghe/ADAGP. 
Licensed by Viscopy, 2016.
fig. 10.six colourful inside jobs 1977 © John Baldessari. image courtesy 
the artist.
_____________________
Before these two projects began, I was reminded of O’Sullivan’s comment that:
 The new does not arrive from some ‘other place’ (transcendence), but is produced  
 from the very matter of the world, after all what else is there? And where else can the  
 new come from? The new then involves a recombination of already existing elements  
 in and of the world (a new dice throw as Deleuze might say). The new would then be a  
 repetition, but with difference.1
Considering this statement while producing these two works, I became aware of how closely 
O’Sullivan’s notion was to my understanding of duration. The ‘recombination of already 
existing elements’ highlighted time as flow, and ‘the new… is produced from the very matter 
of the world…[with] repetition, but with difference.’
I made another connection. In earlier projects, I had been initially ignoring dust or, later, 
collecting existing dust to assemble into compositions in sites, on paper and on canvas. 
What was different in the lightness of one and three doors is that I transformed a 
plasterboard wall into a pile of paint dust; a ‘recombination of existing elements in and of the 
world’. By taking a similar technique (sanding walls, collecting and assembling materials) 
into these two projects, and by spending more time (five weeks) within them, a recombination 
of existing elements would produce a materialisation of this experience in time: rendering the 
[im]material.
_____________________
1.O’Sullivan ‘The Production of the New and the Care of the Self’ p.91.
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beginning in incompleteness: works in formation
_____________________
This project involved PhD candidates from the disciplines of Interior Design and Landscape 
Architecture at RMIT: Phoebe Welman Whitman, Louisa King and Saskia Schut, and included 
a catalogue essay by Phip Murray, who is the Interior Design History / Theory coordinator at 
RMIT. Collectively, the project and exhibition explored concepts of authorship and 
collaboration. Initially, four individual gestures were produced in RMIT Project Space / Spare 
Room. These initial actions were elaborated, manipulated, reassembled and recontextualised 
through the course of the exhibition, where autonomous works began to read as an overall 
collaborative project. The work produced for the exhibition experimented with and 
investigated notions of duration and responses to this within the context of practice-based 
research. 
The collective statement within our proposal to the directors of Project Space / Spare Room 
was that: 
 through each artist’s practice based research, there exists numerous common  
 threads. Their research and practices are interested in the everyday expressions  
 and assemblages of material transformations and architectural formations, of 
 spatial, temporal, stereotomic and techtonic terrains. Through the arrangement of the  
 work in the gallery, new conversations and connections will emerge through their  
 cross-disciplinary, practice-based research…the exhibition will explore the 
 intermingling and methodological terrains of interior and landscape practices. This  
 is intended to open up new dialogues that expand further potential terrains, which go  
 beyond inside and outside, whilst also exploring the dialectics occurring through  
 open, embodied and sensitive approaches to spatial and durational practices.2
_____________________
When I first arrived at the site of Project Space / Spare Room, I swept the floors of the gallery 
in order to produce a collection of detritus left over from the de-installation of the previous 
exhibition. This collection included dust, timber chips, staples, pins and human hair. I 
assembled it into a pile in the floor frame of the floor-to-ceiling windows looking out onto 
Cardigan Street [fig. 11 and fig. 12]. Here it remained for the entire exhibition. 
2. beginning in incompleteness: works in formation text from our collective application and proposal to RMIT Project Space / Spare Room, 
submitted 21.08.2014.
fig. 11. fig. 12.
fig. 13.
fig. 14.
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fig. 15.
My next action involved using an orbital sander to subtract a layer of paint from the 
southern gallery wall [fig 13, fig. 14 and fig. 15]. This process was slow and physically 
demanding, and it had a specific aesthetic outcome: sections of the wall were passed over, 
lightly sanded in rhythmic repetition; in other areas I held the orbital sander in one place and 
applied pressure, producing circular sanding marks that could be viewed when standing at 
an acute angle to the wall. I had used an orbital sander during the project the lightness of 
one and three doors, however this time at Project Space / Spare Room the process of 
sanding the wall produced a plethora of congealed paint artifacts that were sporadically spat 
out by the sander [fig. 16]. Some of these were collected and assembled into a grid [fig. 17]; 
others were swept into a pile and placed in the corner of the southern and western walls of 
the gallery [fig. 18]. Some of these congealed paint artifacts were fixed back upon the wall, 
referencing the location from which they had originated [fig. 19].
fig. 16.
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fig. 17.
fig. 18.
fig. 19.
For the next two days, using pencils I made marks directly on the wall where I had sanded. 
This drawing had no pre-determined composition in mind, rather it highlighted the process of 
drawing – marking on the gallery’s wall my immersion in time as flow [fig. 20, fig. 21 and fig. 
22]. Through the sanding process I had exposed many different colours of paint – traces of 
previous exhibitions and occupations. Each coloured layer had been painted over in white 
during every exhibition de-installation, but through my sanding process these traces of past 
exhibitions were materialised visually in the present context of our exhibition. I decided to 
reference these past exhibitions by using similar coloured pencil shavings, making smudges 
of these colours across the gallery wall [fig. 23, fig. 24 and fig. 25]. By exhibition opening 
I had spent close to twenty-five hours intervening within the gallery. The three days spent 
sanding and drawing were documented through photography and assembled into a 
time-lapse film, which was projected in Spare Room at the exhibition opening. 
Through those initial days of intervention, I had produced a pile of paint dust from sanding a 
wall in the gallery, along with a series of six other assembled collections of detritus produced 
through the processes of sanding and drawing. These, along with the congealed paint 
artifacts, were assembled into a composition for the opening night of exhibition, presenting 
an inventory of processes, actions and materials tested and explored through the three days 
of installation [fig. 26, fig. 27, fig. 28, fig. 29 and fig. 30].
At this point I remembered the writer and theorist Jane Rendell. In her essay ‘Constellations 
[or The Reassertion of Time into Critical Spatial Practice]’ she states:
 …what we see of a work today is not simply a function of what is physically present  
 right now, but it is also a trace of what has occurred, which, even as we look at it now,  
 is no longer present…3
Thinking through this notion, I understood the works I produced were spatialisations of my 
processes in time, and through the initial assembling and the constant reassembling of them 
through the exhibition, they emphasised time as flow.
3. Rendell, Jane ‘Constellations [or The Reassertion of Time into Critical Spatial Practice]’ One Day Sculpture Cross, David & Doherty, Claire 
(eds.) Kerber Verlag 2009. p.21 – 22.
fig. 20.
fig. 21.
fig. 22.
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fig. 23.
fig. 24. fig. 25.
fig. 26.
fig. 27.
fig. 28. fig. 29.
fig. 30.
Over subsequent weeks I made further actions, not only in relation to what I was producing 
and assembling but also in response to the three other artists’ creative works in the 
exhibition. During the first week I lightly painted over my wall drawing, embedding my initial 
processes and occupation back into the gallery wall; my work slowly disappearing into the 
past. I found objects and material from the gallery floor throughout the exhibition and added 
these to the ‘first day of dust’ pile in the front window. These included pins, staples, a dead 
moth, and some shards of glass, assembling a narrative of the detritus of the gallery’s 
everyday human and non-human occupation and movements, further highlighting the gallery 
immersed in time as flow [fig. 31]. 
fig.31.
The assembled collections of dust and detritus were moved amongst others’ works on the 
floor, bringing attention to Saskia Schut’s dynamic silver and timber assemblages, Phoebe 
Welman Whitman’s collection of surfaces, and Louisa King’s suspended lead shavings and 
extruded fault line. Drawing on the title of the exhibition, the ‘works in formation’ began to be 
produced and assembled not only in response to the site but also to each other’s movements 
and constant assembling. Through this movement, other architectural banalities came into 
focus: small cracks and holes in the floor, or how some pencil shavings remained balanced 
on the top edge of the skirting board. In response to these observations, I used plaster to 
cast the holes in the floor, turning negative spaces into positive, [im]material into material. 
These blobs of plaster, some with added food dye to reference the colours exposed through 
the process of sanding the wall, were assembled in the front window [fig. 32 and fig. 33], 
gradually spreading along the floor to lie beneath my wall drawing by day twenty-five. I 
removed the plaster wall casting and assembled it directly below the wall from where it had 
come from. I used a found roll of masking tape to mimic the marks I had originally made on 
the gallery wall. As I fixed them vertically, the tape was left to dangle, catching small 
movements of air within the gallery and emphasising that it too was ‘in formation’ [fig. 34]. 
This assemblage – a wall that had been sanded and drawn on, a small collection of paint 
dust and plaster offcuts, a collection of congealed paint artifacts, masking tape dynamically 
responding to subtle air movements, and a plaster cast of the wall’s skirting board – 
produced a series of, what I term, spatialised times: a collection of artifacts materialising my 
occupation, movement and processes within Project Space / Spare Room; materialising the 
immaterial.
_____________________
fig.32.
fig.33.
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fig.34.
installation view with work also from Louisa King.

_____________________
wall work[ing] 7
_____________________
wall work[ing] 7 was a process-based intervention into the front gallery at Kings ARI in 
Melbourne. This project occurred at the same time as beginning in incompleteness: works in 
formation, and there are many similarities in the rendering techniques I used (sanding, 
drawing and collating of material) and explorations into the idea of foregrounding duration.  
Initially, I swept up the detritus from the previous exhibition and collated it into a pile in the 
corner of the gallery. For seven hours I used an orbital sander to subtract a layer of paint 
from the three gallery walls [fig. 35, fig. 36, and fig. 37], seven times each in total, hence the 
name of the project wall work[ing] 7. 
The paint subtracted from the gallery walls was assembled in the middle of the gallery in 
order to give an equal weight, or importance, to each corresponding wall of origin [fig. 38]. 
The vacuum connected to the orbital sander was inadequate for the task, and, as such, a 
thin layer of paint dust settled across the entire gallery floor. Before emptying the bag of paint 
dust collected through the vacuum, I swept this thin layer into the middle of the room, 
walking in circles as I swept, around, and around, and around, and around, until the dust 
accumulated in the centre of the galley. As shown in fig. 38, paint dust residue remained 
fixed in some areas of the concrete floor due to its age, wear, cracks and holes. 
As with my sanding process during beginning in incompleteness: works in formation, here 
the sanding process produced some congealed paint and plaster artifacts, intermittently 
spat out by the sander. Similar to beginning in incompleteness: works in formation, these 
artifacts were then collected and assembled with the initial piles of detritus in the corner of 
the gallery; a collection of spatialised times materialising my occupation, movement and 
processes within Kings ARI [fig. 39].
fig.35.
fig.36.
fig.37.
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fig.38.
fig.39.
For seven hours a day, over two days, I marked my occupation and movement within the 
project by drawing directly on the three gallery walls using a variety of pencils [fig. 40, fig. 
41, and fig. 42]. As with beginning in incompleteness: works in formation, specific colours 
were chosen based on the embedded colours in the wall that had been exposed through the 
sanding process [fig. 43]. 
As one entered the gallery space, the drawing appeared very faint. But upon approaching 
the wall the vast plane of pencil marks gradually came into focus, allowing a gradual 
immersive experience for a viewer [fig. 44, fig. 45, fig. 46 and fig. 47]. I calculated that if I 
made approximately two marks per second across fourteen hours of drawing, there would be 
roughly 100,800 pencil marks on the three gallery walls. At the base of the walls there was 
many pencil shavings, left as they were, further highlighting the process of drawing [fig. 48, 
fig. 49, fig. 50 and fig. 51]. 
On opening night of exhibition the pile of paint dust was kicked twice by people who had not 
noticed it installed on the floor. This was a serendipitous interjection, and I enjoyed the idea 
that the audience had played a part in the further assembling, or perhaps the intermittent 
destruction, of the work. This unforeseen action emphasised that the work, although ‘finished’ 
for the exhibition, was still immersed in time as flow. I made further links between my 
processes and actions in the gallery, the spatialised materialities and artifacts of these 
processes in time, and the notion that the audience is also caught up in this flowing 
experience.
Each time the dust was kicked, I swept it back up and re-assembled it in much the same 
location; the second re-assemblage getting some applause from the audience [fig. 52, fig. 
53 and fig. 54]. Here, we see an example of a confluence of forces: the process-based 
intervention, the exhibition opening, and the audience that participated – people trampling 
through the paint dust, the residue clinging to their shoes and released into the world.
Eventually, as with the project beginning in incompleteness: works in formation, the gallery 
walls were painted back to their original condition. My processes and actions, along with the 
paint dust (the material and the immaterial) have disappeared into the world, embedding 
themselves into the material and history of the gallery. 
_____________________
fig.40.
fig.41.
fig.42.
261 262
fig.43.
fig.44. fig.45.
fig.46.
fig.47.
fig.48.
fig.49.
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fig.51.
images courtesy Kings ARI.
fig.52. image courtesy Kings ARI.
fig.53. image courtesy Kings ARI.
As part of the Kings Emerging Writers Program, Melbourne-based writer Abbra Kotlarczyk 
wrote a catalogue essay on the project. She noted:
 The all-over-ness of Carey’s intervention – with the sanding of all gallery walls prior to 
 opening – expresses a kind of cleansing or bipartite, disembodied lathering. As with  
 other works that draw on spatial and material relationships between the matter of 
 institutions and our being within them, Carey’s gesture points to the simultaneous 
 flattening out and curvature of time in dust and scratches.5
I found this passage helpful in thinking through the project. Kotlarczyk foregrounds process, 
which in turn proposes the practice has moved beyond the ‘spatial and material relationships 
between the matter of institutions and our being within them’, and ‘points to the simultaneous 
flattening out and curvature of time in dust and scratches’. By practicing in this way, there 
is a foregrounding of duration through immersion in time as flow – practicing with time, and 
then with space. This is a critical conceptual shift within this candidature, and has had a 
significant impact on my practice. 
_____________________
Through these two projects, I developed new understandings of the role of documentation. 
Within the project beginning in incompleteness, I had shown time-lapse film of the process of 
sanding the gallery wall and the subsequent wall drawing. This perhaps offered 
opening-night viewers an immediate understanding of the processes, movements and 
actions I undertook on site, allowing connections between the wall, its residues and the film 
to be too easily put together.
In contrast, for wall work[ing] 7 I presented no documentation of installation, leaving the 
audience wondering where did this material (the pile of paint dust) come from? More people 
spent more time contemplating this pile of dust and wall drawing, conversing with others 
and, over time, making connections between the pile of dust, the pencil shavings, the paint 
and plaster artifacts, the smaller piles of dust and detritus, and the wall drawing. Here, there 
was an emphasis on the work being the documentation itself, further highlighting time as flow 
through the presentation of assemblages of material, which spatialised processes and 
moments in time.
_____________________
5. Kotlarczyk, Abbra Layers of contingency, or, the dusting of modern timepieces Catalogue essay to wall work[ing] 7, produced as part of 
Kings ARI Emerging Writers Program, November 2015.
This chapter has discussed two projects where a new research question was tested. This 
question asked: ‘How do I practice in time [a foregrounding of duration], in relation to space, 
place and site [spatial practice]?’ By foregrounding duration through immersion in time as 
flow, there is a responsiveness to and openness with the processes and actions I undertook 
on site, emphasising the concept of duration. My practice has now become more concerned 
with discrete and light gestures, rather than the more indiscrete gestures carried out with the 
circular and hammer saws used in previous projects. Through these processes and actions, 
time is spatialised through the residues produced – for example, in the plaster artifacts and 
the piles of dust. These become compositions that assemble an inventory of processes and 
actions on a variety of materials, which have been tested through exhibition. 
_____________________
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_____________________________________________________________________________
_____________________
conversation with gordon matta-clark
_____________________
possibilities of practice now / foregrounding duration
_____________________
[JC] Gordon! You said same time, same place!
[GMC] Lucky you found me. But after our discussions, I now just operate on the same time, 
and have dismissed place.
[JC] Very funny, Gordon. Anyway, I did want to talk about foregrounding duration in practice, 
so this again is a great segue. Do you think it is possible to foreground duration in practice? 
And what are the possibilities of this foregrounding? 
[GMC] I found a new text on myself today, written by Peter Muir (who’s written on me in the 
past). He states that:
 Bergson refers to a form of psychological time that anticipates objective time and  
 which constitutes a personal fluctuating rhythm of temporal flow. This psychological  
 time permeates Matta-Clark’s physical cuttings as well as his film, his collages and his  
 photomontages.1
Muir is saying that time is being foregrounded, so when you ask ‘how do you foreground 
duration?’, perhaps this is done through critically and reflectively memorialising my oeuvre? 
You discussed in our last conversation that practicing with duration and producing 
responses to this was the hard part. How does one do this? 
[JC] Wait. Hang on a second, Gordon. It’s all very well to critically and reflectively 
memorialise one’s oeuvre, but this is done in retrospect. What I’m interested in is how one 
practices with this concept of foregrounding duration as immersion in time as flow. This is a 
new concept for me, and I had the chance through the last three creative projects 
associated with this PhD to test this way of working, but I feel that some things worked and 
some did not. What I have come to realise is that this way of practicing is deeply related to 
what I have been exploring through my drawing and painting practice, which starts with no 
intention of a composition or specific outcome. What is important to recognise is that new 
creative projects are approached and entered into with a variety of techniques of practice 
and specific tools. Projects will have parameters and boundaries: the site may only be 
available for a specific amount of time, particular activities may not be allowed (cutting for 
example), or the project may involve other creative practitioners. This is only a small list, but 
these boundaries are also responsible for what is produced through the project. 
1. Muir, Peter Gordon Matta-Clark’s Conical Intersect: Sculpture, Space, and the Cultural Value of Urban Imagery Ashgate, U.K. 2014. 
p.133.
As I discussed earlier in the dissertation, this creative practice is very much in the same vein 
as my surfing practice.
[GMC] Well, let me read again from Muir’s new text:
 Bergson argues that the idea of duration performs a certain task of unhinging of 
 temporality by supporting the idea of space being produced through the interventions  
 of matter, continuous extension and movement, by the performative in Matta-Clark’s  
 work as well as through the movement of the quotidian elements – a ‘space’ that, like  
 time, is oriented towards a process of emergence: not to the order and completion of  
 totalising systems.2
[JC] This statement is very important. Bergson is reiterating the importance of process rather 
than outcome, and that space is ‘produced through the interventions of matter, continuous 
extension and movement’. There is a constant assembling and reassembling, and 
spatialised times (the term I have coined) are produced through these experiences. By doing 
so, there’s a demonstration of attunement to a confluence of forces, which allows the 
practice to foreground duration.
[GMC] So then, taking this into account, what do you see are the possibilities for your 
practice in the immediate future?
[JC] In the future I would like to continue testing this idea of foregrounding duration, where I 
am responsive to each site’s conditions so I can produce work that is critical to these 
elements. I am still trying to grapple with Bergson’s concept of ‘intuition as method’ (as it is a 
further understanding of duration), and I feel that I can research this further through my 
creative practice. I am also interested in working with houses as sites for investigation and 
experimentation, due to the larger social and political concerns with the ‘house’, housing and 
the home that I researched and explored during my initial years of this candidature. And for 
that reason I’m also fixated with the idea of turning a whole house into large piles of dust. 
Each material of the house could be separated, then pulped or atomised. These collections 
could then be assembled, and have potential for exhibition.
[GMC] Well, maybe this is a good time to say good-bye. 
[JC] It has been a pleasure, Gordon. I can’t thank you enough for your time [travel]. I hope to 
have more conversations with you in the future.
[GMC] See you soon. Cheers.
_____________________
2. ibid. p. 134
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_____________________________________________________________________________
_____________________
sighting 2016
_____________________
initial site visit. marks, scuffs, stains, and drawings on the walls of 367 Bell Street.
_____________________
sighting was a creative project undertaken in two soon-to-be demolished houses in Bellfield, 
Melbourne. For two weeks I occupied 367 Bell Street, while fellow Melbourne-based artist 
Robbie Rowlands occupied 365 Bell Street. sighting was commissioned by Melbourne 
Comprehensive Eye Surgeons (MCES), Darebin, and presented by Blackartprojects. The 
project culminated in a three-day exhibition, where the public was invited to see the works 
before the demolition.
The house had been built in the 1960s, as an addition to the Olympic Village built in the 
suburb for the 1956 Melbourne Olympics. Entering 367 Bell Street for the first time, I 
encountered a plethora of marks, scuffs, stains and drawings on the walls and floors; traces 
of the previous owners’ and occupants’ time spent in the house. There existed three main 
floor surfaces – timber floorboards, tiles and carpet. A red couch was the only piece of 
furniture left behind, and the stove had been removed from the kitchen. The en-suite 
bathroom and laundry were missing their toilets, showers and water pipes, and had been 
roughly patched with plaster and concrete. The back garden had grown partially over a 
half-built garage, and the driveway was littered with objects such as a hooker pipe, concrete 
weights, old furniture, cinder blocks and car disc brakes. The windows of the house had 
security shutters, but once they were opened, the house came to life – daylight streaming in 
through sheer curtains.
_____________________
Extending rendering techniques from the previous two creative projects, I sanded the timber 
floors in the front two bedroom spaces, broke tiles with a hammer in the en-suite bathroom, 
living room and laundry, and used a concrete weight and car disc brake found on site to 
make marks on the kitchen wall and side room carpeted floor. These techniques allowed for 
a slow engagement with the materiality of the house, while making new marks and scuffs 
highlighting my occupation through the two weeks.
_____________________
initial site visit. marks, scuffs, stains, and drawings on the walls of 367 Bell Street.
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fig. 1. circular drawing on the kitchen wall of 367 Bell Street.
_____________________
The walls inside 367 Bell Street had numerous scuffs, marks, stains and drawings. These 
provided a sense of occupation from the previous inhabitants and, by deciding to intervene 
mainly on the floors, I was able to preserve these traces of the past for a little longer, allowing 
them to become part of the overall creative work. The wall drawing in the kitchen, however, 
made connections to a circular drawing I observed in the kitchen during the initial site visit 
[fig. 1]. 
The first works responded to the daylight streaming in from the windows and were marked 
out with masking tape on the timber floorboards [fig. 2 and fig. 3]. Using a belt-driven floor 
sander, I sanded these squares for four hours each, producing a collection of timber dust. 
Through this slow process, the timber between the floor joists became the focus for sanding 
as the joints had many nails that kept tearing the sandpaper in the floor sander. This 
produced an undulating terrain, as I sanded the timber between joists further down than on 
top of the joists. On closer inspection, these sanded squares revealed topographical 
markings of my time spent within the process of sanding. By concentrating the sanding 
between joists, I was able to turn the thickness of the timber floorboards in parts to veneer, 
manipulating the once sturdy surface into a precarious one. In some moments the floor 
sander nearly broke through the timber floor completely, opening up the bedrooms to the 
ground beneath. 
Upon completion of this process, I emptied the timber dust from all of the vacuum bags that I 
had collected during sanding. This dust was assembled back onto the floor squares of 
origin, producing a documentation of the time spent sanding.
_____________________
fig. 2.
fig. 3.
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image courtesy Robbie Rowlands.


image courtesy Robbie Rowlands.
image courtesy Robbie Rowlands.
_____________________
Using the dimensions of the sanded squares, I marked out three similar-sized areas on the 
tiled floors of the en-suite bathroom, the living room and the laundry [fig. 4]. Over the coming 
days I used a hammer to break the tiles within these squares, slowly transforming the 
ceramic tiles into smaller and smaller pieces. The works in the living room and laundry 
incorporated the same tile – two hundred millimetres square, off white with a terracotta base. 
The breaking of the tiles exposed this terracotta colour further, again making a connection to 
the time I spent. 
The tiles in the en-suite bathroom were forty millimetres square and black. When these were 
broken they revealed the concrete slab beneath, creating a new and different coloured floor 
surface. I decided to sweep these broken tiles into a small pile, allowing the surface beneath 
to remain exposed, while providing a visual connection to the piles of timber dust in the front 
two bedrooms. 
_____________________
fig. 4.
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image courtesy Robbie Rowlands.
_____________________
The last two works incorporated a concrete weight and car disc brake found in the 
driveway. These two objects were used to create marks – the concrete weight was used in 
the kitchen, while the car disc brake was used in the small, carpeted room off the living room. 
I roped and anchored the concrete weight to a timber beam in the kitchen and over the 
course of many days I swung the concrete weight gently at the timber wall, allowing it to 
slowly strip away the white paint. This drawing made reference to a drawing encountered in 
the kitchen. By swinging the weight at varying angles, I was able to create arcs that 
mimicked the existing circular drawing, albeit at a much larger scale. I began with the weight 
at eye level, and accidentally swung the weight much too hard, splitting the timber wall. By 
slightly exposing the en-suite bathroom and floor tiles behind, I had created a physical and 
visual connection between the two works. This serendipitous event informed the following two 
arcs; I took the timber wall splitting as an indicator that the weight should be lowered.
I anchored the car disc brake to a beam in the ceiling, hanging at a height that allowed it to 
just touch the carpeted floor beneath. Deciding to reference the wall drawing, I swung the 
disc for a six-hour period until the carpet was pierced, exposing the underlay and timber 
floor beneath. Through this process, the carpet actually buffed the circumference of the disc. 
I calculated that it took approximately three thousand swings until the carpet was pierced 
through, which made me think of the twenty-five hour drawing I made as part of 89964 
seconds [paces] of drawing [walking]. But where those drawings were defined by an 
allocation and investment of time, and once that time had expired, it signalled to move onto 
the next drawing. An allocation of time was not given to these works in sighting, rather a 
material and spatial occurrence in time signalled when to move on to the next work.
_____________________
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image courtesy Robbie Rowlands.
image courtesy Robbie Rowlands.
image courtesy Robbie Rowlands.

_____________________
In sighting, seven individual works were produced – each a material, spatial and temporal 
documentation of immersion in time as flow. They are artifacts of the processes enacted 
through the project; they are spatialised time and provide material and spatial 
manifestations of the [im]material. Initially responsive to a moment of light entering through 
a bedroom window, the subsequent works were made in response to the previous works in 
sighting, and all connect back to the moment of light entering the house. Here a 
connection is made to my drawing and painting practice, where marks are made in response 
to the previous marks. It emphasises that my creative practice now is concerned with mark 
making, marking time, making time, and time making; foregrounding duration and marking 
an occurrence, whether that be on a canvas, in a house, or in a gallery.
_____________________
For 367 Bell Street, I filmed myself sweeping and assembling the timber dust from two 
vacuum bags produced in one of the front bedrooms, with the footage lasting for 
approximately eight-and-a-half minutes. Extending the idea of evidencing a slow and 
considered investment of time, I decided to slow the film down to thirty-five percent real time. 
By doing so, the film became twenty-three minutes and twenty-one seconds. Combined with 
a visual slowing down, the sound from the film was also slowed down, creating a 
haunting echo. In doing this, I invited the audience to consider the experience and process 
more slowly, through a longer amount of time. 
Thinking through the films and stop motion that were produced during this creative practice 
research, I realised this was the first time that I had slowed the footage down rather than 
speeding it up. Previously, I had condensed a longer amount of time; for example, for 89964 
seconds [paces] of drawing [walking] I took two weeks of photographs and assembled them 
into a twenty-minute time lapse – thus condensing an amount of time into a shorter amount of 
time. For sighting I took an eight-minute film and converted it into a twenty-three minute film – 
an amount of time expanded into a longer amount of time. Rather than evidencing the entire 
project, the film produced as part of sighting focuses on slowing down the project, using it as 
a tool to encourage a longer investment of time for viewers, while also manipulating the time 
spent within the process of the project – highlighting immersion in time as flow. This specific 
manipulation of film emphasises duration, and is a technique that I plan to use in future 
projects and practice.
_____________________
sighting is the final project for this candidature. This project incorporated a number of aims: it 
expanded on rendering techniques; tested the idea foregrounding duration in practice; 
evidenced a slow and considered investment of time; assembled artifacts that are collections 
of spatialised time; and experimented with new ways of manipulating and presenting film 
works as documentation. . 
_____________________
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still image taken from turning the world over single channel video, 23:21 looped 2016.
installation view of turning the world over single channel video, 23:21 looped 2016. image courtesy David Hagger / Blackartprojects.
_____________________________________________________________________________
_____________________
conclusion
_____________________
My creative practice research has explored three key ideas: rendering as expanded 
drawing, encompassing a plethora of tools and techniques; [im]material as a highlighting 
and celebration of process, both materially and immaterially, which enables my practice to 
consider them both individually and at the same time; and duration, as a practice of 
immersion in time as flow. 
The exploration of these key terms has been facilitated by the research questions asked at 
three points during the candidature. Firstly, I began the creative practice research by asking: 
‘how might one break the visual structure and physical dimensions of site… to draw 
attention to the site itself?’ This was a question that foregrounded the manipulation of 
material and space (a spatial practice), in order to explore the possibilities that this 
manipulation might have on the site itself. 
By a mid-point in the candidature, my question had shifted slightly due to the 
foregrounding of temporality within my practice, and due to connections made with 
O’Sullivan’s and Deleuze’s writings. My new question asked: ‘through the foregrounding of a 
temporal assemblage… how might one… offer a viewer further [im]material understandings 
of site?’ This enabled the practice to engage with the material and the immaterial both / and 
at the same time. 
Finally, through my practice and a connection made with reading Deleuze’s concept of 
Bergson’s duration, a question toward the end of this candidature asks, ‘How do I practice in 
time [a foregrounding of duration], in relation to space, place and site [spatial practice]?’ My 
final question offers me the opportunity to practice in future projects by exploring the concept 
of duration as immersion in time as flow. The following statement from Deleuze, with 
reference to Bergson, has become an ongoing provocation within my practice: ‘state 
problems and solve them in terms of time rather than space’.1
This creative practice research began with ideas of how might one practice spatially and has 
led to a proposition of foregrounding duration. It has offered a different way in which to think 
and practice creatively through the use of expanded rendering techniques, with the material 
and immaterial both / and at the same time, and through the foregrounding of duration. 
Practicing with these techniques, and using Matta-Clark as a precedent, I worked across the 
two disciplines of art and interior design. This resulted in contributions to both disciplines as 
evidenced through peer-reviewed group and solo exhibitions in Australia, publication in 
interior design journals that highlight the concerns of my creative practice research, 
conference participation, and teaching into the Interior Design program at RMIT University. 
1. Deleuze Bergsonism. p. 31.
The impact of this contribution reinforced my sense of value in foregrounding temporal 
contexts and situations, and how these could activate the spatial and material qualities of 
site. By producing projects that foreground time, where the projects and the artifacts 
produced are materialisations and spatialisations of this exploratory experience in time, 
enables an alternative for creative practice – my own and others in art and interior design 
practice.
The shift in my interior practice has occurred through the exploration and practice of the 
term and technique of rendering. In the chapter domestic occupation 1 2012, I discuss the 
restrictions within the site at Flinders Street Station due to heritage overlays and the fact that 
the site could not be accessed physically by the public. In response to this situation and with 
reference to the work of other practitioners, my repertoire of rendering techniques expanded 
to include vacuuming, cleaning, sweeping, gleaming, polishing, washing, collecting, and 
assembling. These techniques were also taken into subsequent projects produced as an 
expanded interior design and art practice.
At the same time, I contributed a visual essay to the 2012 issue of the IDEA Journal - 
‘Writing /drawing: negotiating the perils and pleasures of interiority’ – in response to the 
provocation/call for submissions by the guest editor, Sarah Treadwell: “the architectural 
interior is revealed through a reporting of movement and a slow material engagement with 
surface, writing into the interior an everyday attentiveness and neglect, constructing 
interiority as both abject, with the stuffy persistence of unwanted patina [shedding skin and 
the adherence of soot], and as a form of worship, gilded with polish.”2 Treadwell’s 
provocation resonated with my thinking in relation to expanding ‘the interior’ as a condition 
produced not only through the occupation of spaces, but also in conjunction with 
temporal gestures, actions and – as she notes – “a slow material engagement” with the site 
itself. These processes are offered up as a further expanded interior design practice.
At various points through the dissertation I have introduced particular creative 
practitioners and used them to think about and discuss the key terms of this research: 
rendering, [im]material and duration. Encountering different practitioners at specific times 
during the candidature has enabled me to make connections, and see differences, between 
their practices and mine. However, what brings them together in relation to my practice – as 
a community of practice – is the exploratory nature of drawing and how this process is 
expanded to include many different techniques. The conversation[s] with Gordon Matta-Clark 
highlight the important role his body of work has had on my practice, not only before the start 
of this candidature but also through it. Having conversations with Matta-Clark enabled me to 
think through, and write about, these key terms within this PhD. 
_____________________
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2. Treadwell, S ‘Writing /drawing: negotiating the perils and pleasures of interiority’. IDEA Journal 2012.
It is important in the context of my research and candidature to note here that The 
Handbook of Interior Architecture and Design, where Attiwill’s text is published, is the most 
recent publication that aims to bring together current thinking in the discipline. There are 
nearly forty chapter contributions from key theorists, historians and academics. Within its 
index, the handbook has numerous references to the word ‘space’ but not one reference to 
the word ‘time’. Moreover, no chapter contribution mentions Bergson or the foregrounding of 
duration in interior design practice, which strengthens this PhD’s contribution to the discipline 
of interior design.
The chapter surfing is a critical component of this dissertation. Thinking through my surfing 
practice has enabled me to make connections with Deleuze’s concept of Bergson’s duration, 
and through writing about surfing, I have been able to make tangible my understanding of 
this philosophical idea. I understand that surfing is a dynamic experience in time, while the 
surfer is being attentive to a plethora of conditions and atmospheres encountered within the 
experience. It is only by entering and becoming immersed in a specific site or situation that I 
am able to respond to these confluences of forces. Thinking back to Grosz’s comment that it 
‘is an emergent and imprecise movement of simplicity that erupts by negating the old’7, has 
enabled me to make a further link to surfing, in that through the repetitive action of 
‘entering into a wave’, and negotiating it with specific tools and techniques, there is a 
difference produced in each situation. This further emphasises the connection between my 
surfing and creative practice research. 
I commented earlier in this dissertation that at a point in this candidature I recognised a shift 
in my practice from abandoned, decommissioned and derelict sites, into the white cube of 
the gallery. It is interesting to note, however, that the final project in this PhD has returned to 
a house scheduled for demolition. The last project, sighting, highlights the notion that I 
assemble ways in which to make marks and mark time across the surfaces of sites and 
situations; whether it be a piece of paper, a canvas, a house, a building or a gallery. 
Presented with a particular site or situation, I practice in an exploratory manner using tools 
and techniques appropriate to the site and situation, in order to propose further questions, 
further research and further practice.
7. Grosz, ‘Bergson, Deleuze and the Becoming of Unbecoming’. p. 8.
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When thinking through the key terms of my PhD, there were several academics that have had 
significant impact on my work. Amanda Yates and Maria O’Connor, both academics in the 
field of spatial design, guest edited an issue of the journal Studies in Material Thinking – 
‘(im)materialising time’. In their editorial, they write:
 …[there is a] push in recent art practice to emphasise processes and strategies of  
 production rather than a resulting product… Being in (this) time, folded existence  
 expands conceptual notions of duration in terms of pace as attunement… the 
 immersive potentiality is to think material being and immaterial being simultaneously  
 (‘in’ time as the only subjectivity).3
Here a connection is made to my ideas of the [im]material and highlighting and celebrating 
process over outcome. This also links to Deleuze’s reference to Bergson, ‘to solve problems 
in terms of time rather than space’. This ‘in’ time opens up the ‘conceptual notions of 
duration’ through the foregrounding of duration in practice and immersion in time as flow.  
Interior design academic Suzie Attiwill has written that, ‘Interior design histories have also 
ignored temporality in the design of interiors through a focus on objects and built space as 
static form.’4 In ‘interiorizt’, Attiwill discusses the idea of a “total environment and its presence 
in twenty-first century design”, and suggests that there has been “a shift from spatial 
emphasis to one of temporality”.5 She goes on to say:
 A distinction becomes apparent between two modes of total design in relation to 
 different processes of making cohesive and interiorizing: one privileges space to  
 the extent that change and exterior forces… become intrusive as they move across  
 spatial boundaries, and another achieves a sense of unity and cohesion that is 
 provisional and dynamic, enabling an engagement with contingency, temporality, and  
 change.5
This passage of text connected with the concerns of my creative practice research in relation 
to notions of “contingency, temporality, and change”. Attiwill’s comments reiterate, 
emphasise and clearly position the techniques I incorporate now in my creative practice – 
rendering as an interior technique and as an expanded form of drawing, prioritising process 
over outcome, and foregrounding duration – and hence affirm the relevance to interior 
design.
3. O’Conner, M and Yates, A (eds.) ‘(Im)materialising Time’ Studies in Material Thinking Volume 5, December 2011, ISSN 1177-6234, AUT 
University. p 2 -3.
4. Attiwill, Suzie. ‘Towards an Interior History’ IDEA Journal. 2004. www.idea‐edu.com accessed 5.5.2016
5. Attiwill, Suzie ‘interiorizt’ Brooker, G and Weinthal, L (eds.) The Handbook of Interior Architecture and Design Bloomsbury Press, New 
York, 2013. p. 116.
6. Ibid. p. 116.
For example, in sighting the initial floor sanding works were responsive to the changing 
daylight streaming through a window and sheer curtain. By indicating where light had hit 
the floor at a specific time, the floor sanding spatialised and materialised this specific time. 
Presenting the timber dust in its place of origin further highlights duration as immersion in 
time as flow – it renders the [im]material. The dust is assembled to make present the process 
of actions, spatialising and materialising a moment in time. Dust is the residue of particular 
processes, and emphasises my notion of the [im]material. It is the material and the 
immaterial both / and at the same time: a material produced through the process of 
rendering, and also an immaterial matter of time. By presenting it as a spatialised time, it 
materialises the [im]material.
Through the assembling of this PhD’s creative practice research, and the writing of this 
dissertation, it is evident that my research thinking, understandings of particular concepts, 
and practice, have shifted considerably. I began with ideas concerning spatial 
manipulations, histories as immaterial, and duration thought of as an allocated length of time 
designated to a project. My explorations are now concerned with notions of expanded 
drawing techniques, [im]material as a prioritising of process over outcome, with a 
practicing with the material and the immaterial both / and at the same time, and a 
foregrounding of duration.
rendering the [im]material has been not only a way of practicing through research, but has 
also equipped me with a set of techniques to help test future potentialities. By stating 
problems in terms of time rather than space, my thinking and practice has transformed from 
one that was concerned with the spatial manipulation of sites and situations, to one where 
duration is foregrounded. It has offered me the opportunity of immersion and responsiveness 
to time as flow.
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The role of documentation has been re-thought and re-imagined through this creative 
practice research. Projects associated with this PhD have been produced in sites 
inaccessible to a public, or the creative work has been produced during installation, and in 
most instances I occupy the production of this work alone. Because of this, no audience 
encounters and experiences the activity and process of mark making and of marking time. 
And as identified through the research this was problematic and hence formed a focus and 
shift in the research question during the candidature to: ‘Through the foregrounding of 
temporal assemblage, how might one break the visual structure and physical dimensions of 
site to draw attention to the site itself, whilst in conjunction, offer a viewer further [im]material 
understandings of the site and situation?’ To present the projects for peer review and 
evaluation in the context of twice-yearly School of Architecture and Design Practice Research 
Symposiums, documentation became a key concern and, in particular, the need to 
document in a way that evidenced the processes of each project. I worked with photography 
and film documentation as the main modes of documentation.  
In the initial phase of the candidature, documentation was used as a way to capture a 
specific moment within a project, where the photographic image condensed times (past, 
present, future). Scale, space and time, however, became abstract as distinct from 
having a sense of being actual. Now, I work with documentation as the production of artifacts 
of creative processes and actions within projects; as a production that spatialises time and 
evidences a ‘something’ that has occurred; documentation as a material manifestation of the 
immaterial.
There was a shift in documentation techniques through the PhD from photography and 
assembling photographs into time-lapse film in order to evidence the processes produced 
in the projects, to film. This shift occurred in sighting where rather than evidencing the entire 
project, an intensity or moment within the project was documented through film. The film was 
purposefully slowed down and used in a way that encouraged a longer investment of time for 
an audience – highlighting duration and immersion in time as flow.
The documentation of this creative practice research – both visual and textual – are offered 
as a contribution to both contemporary art and interior design practice, and in particular, 
where the two enfold and cross to become a confluence of forces in the flow of time.
Dust has become a key [im]material within this creative practice research. Before 2014, I 
saw dust as material to collect, arrange and to use in the production of drawings. After 2014, 
I have incorporated particular rendering techniques for each project, such as sanding, 
sweeping or vacuuming, in order to produce dust – rendering the [im]material.
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2016.
between two homes with Phillip Adams, Peter Bennetts, Matthew Bird, Ash Keating, Edition 
Office, Robbie Rowlands and Lilian Steiner. 41 Hope Street Spotswood, Melbourne. 
Commissioned by Hobson’s Bay City Council and presented by Phillip Adams and 
Blackartprojects.
sighting with Robbie Rowlands. Commissioned by Melbourne Comprehensive Eye Surgeons 
(MCES) Darebin and presented by Blackartprojects. Bellfield, Melbourne. Exhibition 26th 
May – 29th May.
to wonder / to wander with Megan Cope, in collaboration with the Culpra Milli Aboriginal 
Corporation, as part of Interpretive Wonderings, Mildura Arts Centre, Mildura. Exhibition 20th 
February – 10th April.
2015.
wall work[ing] 7 Kings ARI, Melbourne. Exhibition 30th October – 21st November.
beginning in incompleteness: works in formation with Phoebe Welman Whitman,  Louisa King, 
Saskia Schut, and Phip Murray. Project Space / Spare Room, RMIT, Melbourne. Exhibition 
15th October – 19th November.
2014.
rendered use[less]ness [or] the constellating of marrickville. Produced in collaboration with 
Kelley Stapleton. Curated by Katie Winten, as part of ‘Useless’, The Corner Cooperative, 
Marrickville, Sydney. Exhibition 2nd October – 23rd October.
the lightness of one and three doors as part of ‘SITUATION’, exhibition and symposium, RMIT 
Design Hub, Melbourne. Exhibition 23rd July – 3rd August.
Thisness with staff from the RMIT Interior Design program. Bus Projects Melbourne. 
Exhibition 9th – 26th April.
89964 seconds [paces] of drawing [walking] Mungo Scott Flour Mill, as part of ‘SafARI’, 
curated by Liz Nowell and Christiane Keys-Statham, Wellington Street Projects, Sydney. 
Exhibition 14th March – 4th April.
2013.
fantasy fees apply Curated by Rosie Scott, as part of ‘Manorisms’. With Phoebe Welman 
Whitman and Louisa King. Cromwell Manor, Melbourne. Exhibition 18th October – 2nd 
November.
hub detritus as part of ‘Building Movements’ RMIT Design Hub, Melbourne. Exhibition 26th 
July.
2012.
A Back Look Curated by Max Blackmore. Tinning Street Gallery, Melbourne. 16th August – 
19th August.
mcpeake house Thornbury, Melbourne. Creative work produced in a house scheduled   
for demolition. December.
planar shift in collaboration with Campbell Drake. Curated by Alice Glenn and Elizabeth 
Barnett. ‘Place of Assembly’ as part of the Melbourne International Arts Festival, Schoolhouse 
Studios, Melbourne. Exhibition 10th October – 27th October.
domestic occupation 1 as part of CSI Flinders Street and assisted by a Melbourne Public 
Art Grant. With Campbell Drake, Cameron Robbins, Robbie Rowlands, Elizabeth Drake, and 
Jeremy Taylor. Flinders Street Station and Federation Square, Melbourne. Exhibition 19th 
October – 21st October.
rendering the [im]material. Visual essay as part of ‘Writing / drawing: negotiating the perils 
and pleasures of interiority’, IDEA Journal. p. 150 – 163.
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2011.
In the Pines Curated by Millie Cattlin and Joseph Norster. Fracture Gallery, Federation   
Square, Melbourne. Exhibition 10th December – 10th January.
Sculpturescape Curated by Julie Collins, as part of The Lorne Sculpture Show, Lorne. 
Exhibition 15th October – 6th November.
nothing obvious is sought Tinning Street Gallery, Melbourne. Exhibition 6th October – 16th 
October.
Google Me This Curated by Carmen Reid and Elyss McCleary. Fitzroy Library Artspace, 
Melbourne. Exhibition 11th May – 5th June.
High Tea curated by Kim Brockett. Bundoora Homestead, Melbourne. Exhibition 3rd 
December – 6th February.
ba floor Fitzroy, Melbourne. Creative work produced in a house scheduled for demolition. 
November.
prahran house Prahran, Melbourne. Creative work produced in a house scheduled for   
demolition. August.
critchley house Northcote, Melbourne. Creative work produced in a house scheduled   
for demolition. July.
2010.
domesti[city] Curated by Mark Themann. White Street Projects, Frankston. Exhibition 23rd 
September – 13th November.
a taming Kings ARI, Melbourne. Exhibition 4th June – 30th June.
sit in the corner James, you’re disturbing the class as part of Will you miss me when I’m 
Gone? With Robbie Rowlands and Cameron Robbins. Bristol Building Art Intervention, Bell 
Primary School, Melbourne. Exhibition 15th December – 20th December.
this is a portrait of Sir John Monash, if I say so curated by Kate Hannaford, as part of 
‘Penthouse Mouse’, L’Oreal Fashion Festival, Melbourne. Exhibition 5th March – 15th March.
mitchell house Nunawading, Melbourne. Creative work produced in a house scheduled for 
demolition. May.
2009.
collapsed perspective curated by Kate Hannaford, as part of ‘Penthouse Mouse’, L’Oreal 
Fashion Festival, Melbourne. Exhibition 4th March – 14th March.
corrosive irony curated by Kate Hannaford, as part of ‘Convergence’, State of Design 
Festival, Melbourne. Exhibition 17th July – 17th August.
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collapsed perspective 2009. intervention in a building scheduled for demolition. Curated by Kate Hannaford. As part of Penthouse Mouse, L’Oreal Melbourne Fashion Festival. South Yarra, Melbourne. image courtesy Kate Hannaford & Moth Design.
corrosive irony 2009. intervention in a unused retail precinct. Curated by Kate Hannaford. As part of Convergence, State of Design Festival. South Yarra, Melbourne.
this is a portrait of sir john monash, if i say so 2010. intervention in a building scheduled for demolition. Curated by Kate Hannaford. As part of Penthouse Mouse, L’Oreal Melbourne Fashion Festival. Melbourne.
sit in the corner james, you’re disturbing the class 2010. intervention in a school building scheduled for demolition. As part of Will You Miss Me When I’m Gone?, Bristol Street Primary, Preston, Melbourne.
critchley house 2011. intervention in a house scheduled for demolition. Northcote, Melbourne.
prahran house 2011. intervention in a house scheduled for demolition. Prahran, Melbourne.
ba floor 2012. intervention in a house scheduled for demolition. Fitzroy, Melbourne.
planar shift 2012. produced in collaboration with Campbell Drake. site responsive intervention in a school scheduled for demolition. Curated by Alice Glenn and Elizabeth Barnett. Produced as part of A Place of Assembly, Melbourne 
International Arts Festival.
mcpeake house 2012. site responsive intervention in a house scheduled for demolition. Thornbury, Melbourne.
fantasy fees apply 2013. site responsive intervention in a house scheduled for demolition. Collingwood, Melbourne. image courtesy Christian Pearson.
rendered use[less]ness [or] the constellating of marrickville 2014. taxonomy of Marrickville 
collected over one day. produced in collaboration with Kelley Stapleton. Curated by Katie 
Winten. As part of Useless, The Corner Cooperative, Sydney.
to wonder / to wander 2016. produced in collaboration with Megan Cope and the Culpra Milli Aboriginal Corporation and part of Interpretive 
Wonderings 2015 - 2016. acrylic, pigments, ochre, charcoal and pencil on linen 300cm x 120cm each painting. detail image. Mildura Arts 
Centre, February – April 2016.
to wonder / to wander 2016. produced in collaboration with Megan Cope and the Culpra Milli Aboriginal Corporation and part of Interpretive 
Wonderings 2015 - 2016. acrylic, pigments, ochre, charcoal and pencil on linen 300cm x 120cm each painting. detail image. Mildura Arts 
Centre, February – April 2016.
untitled [seven hours] 2016. site responsive intervention in a house scheduled for demolition. as part of sighting with Robbie Rowlands. Commissioned by Melbourne Comprehensive Eye Surgeons (MCES) Darebin and presented by 
Blackartprojects. Bellfield, Melbourne.
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